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Words! Theywl move things you know theywl do things. Theywl 
fetch. Put·a name on some thing and youre beckoning. 
R. Hoban (1982) Riddley Walker. 
For D. H. The work goes on. 
ABSTRACT 
The study takes as its focus the techniques of Drama-in-Education as 
developed by Dorothy Heathcote and analyses the classroom discourse 
produced by teacher's and pupils when they are engaged in unscripted 
'In-role'drama. 
The study asserts that the specifiC spoken genre produced by the 
framed discourse of Drama alters the semiotic context of the classroom in 
such a way that the language interactions of both pupils and teachers differ 
from the commonly accepted "recitatlon"pattern of much classroom 
discourse. 
The drama discourse was examined from the following perspectives; 
1. The data was claSSified in terms of M.A.K. HalHday's Systemic 
Linguistics in order to establish the basis of a specific spoken genre for 
'In-role'drama. 
2. The data was then statistically compared, with the aid of a 
specifically developed computer based classification system, to a large 
sample of non-drama classroom discourse (The Primary Language Survey 
1980-81 ). 
The research findings showed that 'In-role' drama is some 20" more 
about soctetal concerns and correspond1ngly less about material facts than 
is traditional classroom discourse. 
The study also showed that the use of drama techniques enabled 
teachers to shift the focus of communicat1on from centrally controlled 
participant structures to a more flexible context, which in turn allowed a 
greater range of classroom verbal initiatives on the part of the pupils. 
A central issue that emerged from the data was the degree to which 
cognitive and affective responses are inseparable In the Intellectual 
development of primary school pupils. The language of the drama genre was 
seen to comb1ne these elements 1n a way that 1s absent in most classrooms. 
It 1s claimed that expressive language, espec1ally In the explorations 
of interpersonal power and authority which were a characteristic of the 
more open discourse of the drama frame, enabled pupils to move into higher 
order areas of abstraction and language competency. 
It is recommended that the Inclusion of Drama-in-Educat1on 
strategies within the pr1mary syllabus would go some way to redressing 
the 1mbalance in what 1s seen as an overly pos1t1v1st1c curr1culum. It 1s 
further argued that "In-role' drama prov1des a powerful alternative 
teaching/learning strategy to the "recitation" methodology still prevalent 
in many pr1mary schools. 
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INTRODUCTION 
have struggled to perfect techniques which allow my classes 
opportunities to stumble upon authenticity in their work and to 
be able both to experience and reflect upon their experience at 
the same time; simultaneously to understand their journey whl1e 
being both the cause and the medium of the work 
Dorothy Heathcote, 1978. From the Particular to the Universal. 
General Purpose of the Study 
The study and theoretical considerations reported in the following 
chapters h~attempted to contribute towards providing empirically 
based 1nformat10n on the nature of Drama-In-Education within the 
classroom environment. 
Specifically, it takes the Drama techniques of Dorothy Heathcote, 
evolved and refined over a lifetime of dedicated teaching and 
action-research as a basis for examining the sort of discourse that occurs 
in the interaction between teachers and pupils when they are engaged in 
unscripted "In-role" drama in the classroom. It attempts to determine 1f 
the discourse of drama is different in content to that of non-drama 
interaction. It Is further concerned with the relationship between the 
classroom semiotic context and the language genres that are generated 
within it. Finally the concepts of increased pupil initiative and autonomy in 
their own learning are considered by the study. 
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The language that is used within the drama is used as an index to 
measure, somewhat obl1quely, the nature of the interaction that is 
occurring. To this end the sociol1nguistic theories of M.A.K. Halliday as 
expressed in his exploration of Functional Grammar are appl1ed to the 
collected Drama data to provide a basis for analysis. A further statistical 
comparison of the language of Non-Drama classrooms and Drama 
classrooms was evolved from the work of Graham Little (1983) and the 
methodology employed in the Tasmanian Primary Language Survey 
(1980-81) . 
Working Assumptions 
To make explicit the assumptions underlying this examination of 
language use within Drama-in-Education is to espouse an ideological stance 
concerning the nature of language. 
This is to assert that the central function of language for the 
individual is the ordering of experience. Language is therefore seen in this 
study as the primary resource by which individuals construct information 
about the world around them. 
Language is of course used to communicate with others and this 
function 1s the focus of the study. But first of all it is used by the ' 
individual to construct the meanings that are to be communicated. This 
sociol1nguistic process usually, and almost always in the classroom, 
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involves several participants. The meanings that are created are basically 
shaped by the context and the patterns of interaction in which the teacher 
and pupils engage. 
50 the study is concerned w1th expressing a sociolinguistic theory of 
mind. Language is seen both as a resource by which individuals, in this 
case teachers and pupl1s, construct meanings of the world, as well as a 
symbolic system with which they make sense of their surroundings and 
communicate these meanings to others. 
It 1s a commonly accepted view since Whorf (1956) that perceptions 
of reality are intimately bound up with the language used to express them, 
and it is in . this sense that language can be thought of as central in 
construct jng the world view of the user. 
For the purpose of the study, language is seen as at one and the same 
time; 
- a part of reality 
- an account of reality 
- an image of reality 
(Halliday, 1985b) 
This is a view that runs from Mallnowski's (1923) "context of 
s1tuatlon" to Hall1day's (1985a) "social semiotic· . As construed here in 
educational terms, the stUdy Is concerned with the fact that as language is 
learned in use, the teacher's aim is to foster the pupl1s'maximum 
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involvement and participation in the process of classroom discourse. This 
is in order to allow the pupils to take some control over the account of 
reality they are surrounded by and consequently become more autonomous 
learners. Pupt1language initiatives are considered to be of value as they 
widen the 'participant structures' ( Edwards and Furlong, 1978. p 15) 
available to pupils and encourage, them to take control of their own 
learning. 
The study 1s also concerned with the need to see spoken language in 
terms of patterns of behaviour, of individuals constructing meanings 
through specific kinds of discourse or language "genres" that can be 
mastered. 
In sociolinguistic terms "genre" is usually taken to mean organised 
discourse recognised by the culture as a separate form such as play, 
argument, narrative and so on (Ervin -Tripp, Mitchell Kernan, 1977). 
However, J wish to extend this useful concept to more specifically 
definable spoken text constructions within one area. That 1s, to examine 
'In-role' drama discourse as one form of the different language genres that 
operate inside the more widely defined area of Education. That such a 
dimension of variation between genres within an area of organised 
discourse exists has been noted before (Ervln-Tripp, 1977) but rarely dealt 
with as speclftcal1y definable forms. 
Garvey (1984) is one who mentions the personal function of talk 
within the genre of "play" and compares it with the heuristic and 
imaginative uses of language which are considered to exhibit different 
generic structures. 
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However. It is Halliday and Hasan (1985) who have fully developed. 
the concept of genre as a particular pattern or overall structure within a 
text. This allows discourse to be viewed as a representation of a type of 
context rather than just the random collection of semantic elements In one 
specifiC situation. 
Two general kinds of meanings are seen as necessary in the 
production of a text. 
Firstly there are those meanings that are relevant as components of 
the individual messages which exist within the genre. 
Secondly there are those meanings that are relevant to the 
structuring of the overall message form of the texts within the genre 
(Halliday and Hasan, 1985). 
So the term "genre" refers to any staged and culturally purposive 
activity leading to the creation of a text which has a set of verbal 
structures in common with a definable specification for the activity. 
This viewpoint implies that there is a close relationship between 
text and context and follows the line of Hymes (1967) and Cazden (1972) In 
describing the "context of situation" as partially determining the structure 
of a text. 
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As already noted the term "context" goes back to Firth (1935) and 
ultimately to Malinowski (1923) and is central to the way drama can be 
interpreted and understood within the realm of the classroom. It is used 
here to indicate that language is never random and never unstructured 
because the context in which it occurs exerts an influence over the form it 
takes. It is this overall pattern or "context" in which language is used that 
enables the specific functions of "In-role" drama language to be 
f~rounded in the drama research sample. 
Of central interest in the study is the development of particular 
discourse patterns that operate within drama and which appear to interact 
with the social context of the classroom, especially in terms of pupils' 
language initiatives when involved in 'In-role' dramatic discourse with the 
teacher. This concept became the focus for the investigation of the drama 
texts collected in the research sample. 
So a central concern of the study is; can 'In-role' drama interaction 
be seen as producing a specific language genre? If this is so, does this 
genre allow a different_form of verbal interaction to occur between teacher 
and pupl1S~ Even further, does this genre therefore encourage a different 
range of teaching strategies and ultimately a different form of learning to 
take place? 
The Chapter Organisation 
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The order of the following chapters begins by tracing a concern with 
wider theoretical issues to an increasingly closer inspection of individual 
texts. Chapter Two covers the rather limited research in this particular 
field and serves to highlight the lack of an adequate theoretical 
methodology to deal with the complexities of drama discourse. 
Chapters Three and Four outlfne the difficulties in obtaining the 
research sample. The advantages and problems associated with video 
recording material are discussed. Chapter Five describes the form of 
analysis used on the data and goes into some detail to explain the computer 
assisted technique that was evolved to deal with the large amount of data 
the video-tape and audio-tape sample produced. 
Chapter Six describes the collected data in detafl and examines a . 
range of individual texts to provide examples. Chapter Seven looks at a 
specifiC text in relation to systemic grammar and provides a theoretical 
basiS in sociolinguistic terms for the analysis of the drama sample. 
Chapter Eight provides the corresponding theoretical basis for the 
Drama technique itself and attempts to explain the central features of 
"In-role" drama. Chapter Nine draws the theoretical considerations of 
sociol1nguistics and Drama together. This chapter makes a case for the 
establishment of a specifiC Drama genre. Chapter Ten looks in detail at a 
group of drama and non-drama texts and attempts to isolate some of the 
specific differences between the two types of discourse. Chapter Eleven 
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attempts to establish the boundaries of the genre of "In-role" drama, while 
Chapter Twelve concludes with a statistical comparison of both the Drama 
sample and the Non-drama sample. Chapter Thirteen provides a summary and 
conclusion concerning the research findings. 
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PREVIOUS RESEARCH 
Drama Is more difficult than the other arts to reflect upon or 
contemplate In the classroom because the product-the drama Itself-cannot 
be held up and looked at as can a painting, sculpture or poem. By the time 
the partiCipants are reflecting on It, the drama has vanished Into air. 
B.J. Wagner, 1976. Dorothy Heathcote Drama as a Learning Medium p.78 
As this study attempts to examine two disparate and still evolving 
areas of educational concern the research survey will concentrate on the 
area of overlap, where both language and drama are considered In the 
classroom context 
This area has not received much attention In the past because as It 
has been pOinted out, the language that 1s produced 1s "likely to be d1fflcult 
to analyse and compare wlth any establ1shed model" (Slnclalr and Brazn 
1982 ). Yet as the Bullock Report ( 1975) points out, 
/lr1lRl1I has an obvious and substantial contribution to make to 
the development of children's language and its possibilities in this respect 
have yet to be (ully explored I p./56} 
An early but useful consideration of drama and language was made by 
the Drama In Engl1sh Teaching Study Group of the Oartmouth Conference 
(Barnes, et a 1. 1966). . 
Drama was seen as differing from other classroom talk in three 
ways, 
1. Movement and gesture play a larger part in the expression of 
meaning. 
2. groupwork on improvisation needs de1ibera~and conscious 
co 11 aborat ion. 
3. The narrative framework provides a unity that enables action to 
take on symbo 1 ic status. 
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Subsequent papers In this set included "From Dialogue to other forms 
of Discourse" and a chapter on teaching discourse by dramatic methods by 
Moffett entitled "Drama: What Is Happening" 
Many Journal articles (Verriour 1985, Flemlng 1982, Chl1ver 1982 
Carroll 1978) sense the value of such a synthesis yet they remain at the 
level of exampling or anecdotal reporting. 
One exception to this is the report of the Drama and Language 
Research Project (Schaffner 1984) which looked at the language of 
primary school chtldren Involved In drama In a sufficiently large sample to 
offer some conclusions. These were, 
1. Drama provides opportun1tiesfor children to use language for a 
wider variety of purposes than otherwise occur in the classroom. 
2. Drama provides valuable opportunities for expressive language. 
3. Evidence from expressive language indicates that thought and 
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fee1inge are Inseparable in intellectual development. 
4. Expressive language occurs most frequently In reflective 
discussion. 
5. Drama puts back the human content tnto the curriculum. 
6. Chl1dren recognise drama as a powerful learning medium. 
7. Drama he lps children to understand that language is a powerful 
tool. 
However this survey, by far the best in the field, looked only at the 
language used by the pupils in the drama and not at how they managed to 
negotiate this feat in the classroom, which in sociolinguistic terms has 
been seen as a fairly restricted environment offering a limited range of 
language options for the participants.(Sinclalr and Brazil 1982), ( Edwards 
and Furlong 1978). As Fleming points out, (1985 ) what is missing In this 
research report is an actual discursive analysis of extracts of the 
discourse using the criteria given. 
It would seem valuable then to focus on the sort of language 
negotiations that occur between pupils and teachers in drama and compare 
these with the range that occurs in other curriculum areas. 
Lunz (1974) used role-taking strategies to study the influence of 
drama on communication effectiveness of 7th grade students. Results 
revealed that the experimental group communicated significantly better on 
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a researcher devised language task with their teachers. 
An empirical study by deCourcey-Wernette (1977) assessed Drama 
in Education (human focus drama) based on Bolton's and Heathcote's 
approach. The study had two aspects. The first consisted of subjective 
assessments by chl1dren of their experiences in a chl1dren's drama 
workshop. The resultant findings were that children felt drama had led to 
"increased responsibility, co-operation, commitment to Quality drama, 
willingness to speak and act in drama, abl1ity to take turns and abl1ity to 
express the ideas of different groups of characters: The second aspect of 
the study was a post-test only design, with two randomly assigned classes 
of 6th and 7th grade children learning social studies, one with drama one 
without, for a period of eight weeks. At the end of the period the children 
were tested on knowledge of social studies material, as well as measures 
of self esteem and empathy. There was l1ttle significant difference 
between classes on any of these measures. 
Fines (1979) suggests that teaching specific historical content by 
means of drama may inhibit the teachers freedom to concentrate on the 
dramatic interaction. Other less objective studies based on observations of 
drama teachers working with students, (Bray 1976 and Hunt 1976) make 
claims for the value of drama in language development and social skills. 
Stewig and Young (1978) and Stewlg and McKee (1979) investigated 
the results of 20 sessions of drama (creative dramatics) on oral language 
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use, first with 4th and 5th grades then repl1cated with 7th graders. They 
claim significant gains in syntactic measures and a possible relattonshtp 
between language use and creative drama using films or books as stlmul1 
for pre and post test storytelling tasks.However Stewlg and Vail's[ 1983] 
repl1cation with 7th grade produced equivocal results with both groups 
making significant gains. The authors claim several constraints, the major 
one being that less experienced teachers of drama were used In the later 
study. Nevertheless the study focusing on oral language found significant 
results favouring the drama treatment. 
Youngers (1977)and Pappas (1979) examined the effects of drama 
(Creative Drama) on large samples of fourth and sixth graders 
respectively. Both studies were interested in language development but 
both produced equivocal results. Both studies used teachers with little 
experience or training in the area of drama and Youngers' use of an 
inappropriate measure (Semantics Features Test) for drama may have 
contributed to the inconclusive results. 
A position paper by Furner (1980) attempted a synthesis of the 
functfonallanguage theories of J.Britton (1970) and M.A.K Hall1day (1978) 
in relation to drama In education. Both theories are equated by the 
researcher with the view that as they agree that text is influenced by 
context they argtherefore compatible. This neglects to deal with the ritual 
use of language present in Halliday but not dealt with in Brftton. 
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Nevertheless it makes the point that theories of language functions 
can enhance understanding of the linguistic opportunities inherent in 
dramatic situations. 
Another article (Carroll 1980b.) discusses drama as a learning tool 
for children's language development. It applies James Britton's method of 
language classification to the construction of functional categories that 
operate within the framework of drama. In a larger study Carroll (1980a) 
examines children's drama discourse in terms of M.A.K. Halliday's Systemic 
Grammar. A sociolinguistic link is established between classroom talk and 
the drama context. 
In a language and drama project Collins (1981) also observed the 
importance of talk in classroom drama. He claims that students talk was 
seen by them as either development of vocal skills or pre-experience of 
social situations. Teacher talk emerged from this stUdy as a dominant 
social control, expressed in the form of closed questions and instructions 
to students. Lack of a suitable measure to differentiate 'In-Role' drama 
from the normal classroom context may have contributed to these results. 
A. Hargreaves (1979) documents in detail a middle school drama 
lesson from a Sociology of Education viewpoint. This emphasises the 
control strategies employed by the teachers when deal1ng with the class. It 
highlights the teacher coping strategies of poliCing pupil behaviour through 
control of talk and movement as well as considering the effects of 
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confrontation avoidance as an alternate coping strategy. The study outlines 
the effect this has on pupl1s and very convincingly speCifies the displayed 
hierarchical power relationships between teachers and pupils. However as 
the teachers always remain outside the framework of the drama as 
spectators in this lesson, the crucial 'In-role' nature of the language 
interaction within the drama frame is not examined. 
In a study of young chl1dren Pellegrini (1983) examined the extent to 
which their production of cohesive oral text varied as a function of listener 
status. Results supported the proposition that children's use of language 
register is affected by part1c1pants 1n the discourse. Additionally 1t was 
found that dramatic play appeared to be a context within which chl1dren 
learn to put meaning 1nto words. 
Elam (1980) attempts a comprehensive examination of theatre and 
drama in terms of semiotic theory. While making the p01nt that 
reflexivity is central to scripted drama; 
"In the absence of narrational guides, providing external description 
and 'world creating' propositions, the dramatic world has to be speCified 
from within by means of references made to it by the individuals who 
const ttute it ." (p.112) 
he fails to make the connection that this also appl1es to unscripted 
Drama-in-Education. However it is argued that dramatic texts must be 
treated with a separate methodology, a 'dramatology' which is not merely an 
adaptatIOn of narrative or literary poetics. This view is moving towards 
the concept of Dramatic Genre as put foward In this study. 
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THE PILOT STUDY 
When chl1dren dramatize what do they have to be able to do ? Once 
teachers understand this they should be able to work more successfully in 
schools. 
Material for Significance - Dorothy Heathcote 1980 
Preparation 
Previous research (Carroll 1980a) has shown that videotaped 
sessions of classroom interaction are capable of transcription and 
language analysis. Despite the ltmitation imposed by the camera bias and 
the directional quaJity of the sound, the context of situation can be clearly 
defined. Non-verbal interaction as well as non·specific references can be 
more easily explicated than is possible with audio tape recording. 
Exophoric references such as "put this on top of that and move it 
over there- are capable of interpretation in a way not possible with 
audio-recordings or non-participant observation', unless extensive 
contextual notes are kept. 
For this reason videotaping was considered the most effective 
way of recording teacher/pup111nteradio.n within drama classes. So as a 
further development of the use of v1deotaping of drama to analyse the 
discourse of teachers and pupils, 1t was decided to attempt to produce 
videotapes that would serve two functions; 
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1. They would provide the raw material for a substantial language 
analysis of the discourse of teachers and pupl1s engaged in drama. 
2. They would be edited in such a way as to provide in-service 
material for teachers who wanted to learn some of the techniques of 
drama. 
Permission was sought from the N.S.W. Department of Education 
(Australia) to undertake research within Government schools. This led to 
the offer of a research fund grant of $1,600 from N.I.S.E.C. and the 
Department of Education for the production of a video tape that could be 
used for in-service work with teachers. 
This offer was accepted as the cost of videotaplng material for 
semi-professional use is extremely high. The cost of raw videotape for a 
single camera is approximately $70 per hour. In most cases a single 
camera set up is inadequate to observe both teacher and pupi ls during the 
drama, so two cameras were used. This meant that the cost rose to $140 
per hour in raw tape alone. Other expenses included the cost of two 
cameramen, a sound recordist and access to editing facilities. This 
element of cost led to a restriction and concentration of the amount of 
, 
time that could be spent on the drama.This meant it was not possible to 
focus on the more normal episodic nature of the drama over a longer time 
frame. 
As a preliminary move to sensitize camera operators and sound 
recordists to the requirements of the classroom environment and to test 
the effectiveness of the technique, it was decided that the researcher 
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should teach a series of three drama lessons with year 5 classes, using 
Drama-in-Education techniques as a pilot study. 
It was anticipated, somewhat ambitiously, that if they proved 
successful they could be used for in-service work to help introduce the 
new drama curriculum that was in the process of being developed within 
the state (N. S. WJ as well as helping refine the research methodology for 
the study. The lessons were taught, recorded and edited and the resultant 
video tapes called; 
a) Running a Restaurant 
b) Settling down to Drama 
c) Missing 
After editing, they were put together as programmes with 
excerpts of teacher explanation between the episodes. A transcript of one 
of them (Running a Restaurant> is included as Appendix One. 
I t became increasingly obvious as the work progressed that there 
were two competing ideologies in operation, both of which needed to be 
considered in detail. 
On the one hand the video team, pressed by costs and time 
pressures, was aiming very much for a marketable product in the shortest 
possible time. 
On the other hand, the development of drama awareness among the 
pupils in any series of lessons required a long period of slow episodiC 
work that often moved around in time and contained long stretches of 
methodical, seemingly unrelated activity. 
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This emphasis on process and non-sequential thinking in the 
service of the growing understanding of the pupl1s was at odds with the 
medium of te levision. 
The product versus process dichotomy could not be resolved with 
the llmited resources available to the researcher. After much discussion 
three video tapes were produced, but all three proved inadequate to meet 
the needs of either of the initial aims. 
The tapes falled to provide an adequate basis of language analysis, 
partly because the two-camera set-up with lights and sound recordist 
that is necessary for commercial standard work, disrupted the class. 
More seriously however, the need for a product forced the teacher 
into an overly directed form of drama activity. This has been called in the 
research "Teacher role-controlled Drama". Its characteristic form is the 
teacher in-role within the drama, exerting a high degree of influence on 
the activity by using language that is similar if not identical to the 
teacher's language of social control within the normal classroom context. 
This was reflected in the finished vldeotapes and as they failed 
to provide high quality models for teachers to emulate, they were 
abandoned for that purpose although brief excerpts have been used to 
illustrate this kind of discourse within the study. 
The chief difficulties wtth this approach are summed up in the 
following four points; 
1) The intrusion of profeSSional video recording equipment 
imposed constraints on the classroom context incompatible wtth normal 
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classroom teaching. This included two cameramen and bulky 3/4" camera 
recorders, one sound recordist and sound mixing deck as well as high 
intensity lighting. 
2) The tight timetab1ing requirements of the school meant that 
time was always limited. The home class broke into streamed groups for 
maths and reading each day of the week, as well as having rigidly defined 
times for library, craft, sport and music. 
The whole of the drama process had to be completed in one hour 
which included setting up and dismantling of equipment. This led to 
anxiety about the finished product rather than concern for the process of 
drama by the teacher. 
3) The sense in which the video camera became an "audience" for 
the teacher that "assessed" the teaching, became very obvious. The pupils 
also responded to the presence of the video cameras, but tended to become 
less obviously performers the longer it was in the room. 
4) The mixed motives of the teacher/researcher meant that there 
were overt teacher control strategies used to position the pupils in ways 
that benefited the camera, rather than the drama, ie: pupi ls were arranged 
so they were not backlit or arranged so they were facing a camera. Further 
than this the teacher used what has been termed 'Teacher role control' 
from within the drama to structure for storyline. 
An analysis of the tapes faults after they were finished concluded 
that the two artistic forms, video and drama, were very different in 
orientation. Video aims at a clear story 11 ne, a linear form with minimal 
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ambiguity and a single overall message. Drama is situational and symbolic 
and it is only in retrospect that it could be seen to tell a story. As it 
unfolds, the individuals concerned in the action are iidentifying with the 
context in a way that contains a high degree of ambiguity. They are 
engaged in an exploratory attempt at group symbolism which is realised 
through the art form of drama. The creative nature of the activity 1s 
expressed in the structure of the discourse, which may satisfy the 
lnternallogic of the drama but appear disconnected to an outside observer. 
In the light of the above results it was felt that there were many 
obstacles to overcome if video recording was to be the main means of data 
collection. 
The product/process dichotomy has been considered in earlier 
work (Carroll 1980a) and so it was decided to separate the two functions 
initially considered into different tasks. 
The first objective, the collection of an adequate sample of drama 
discourse, was considered of prime Importance and consequently the semI-
professional two camera video production unit was dropped in favour of a 
smaller, lighter single camera Beta format 'porta-pak' unit. This much 
cheaper ($10 for three hour tape) format with bullt-in microphone, Is 
much closer in concept to an audio cassette tape recording system. This 
proved to be more successful and the results encouraged its use as set out 
in the main study. 
The major disadvantage of this system was the relatively poor 
qualfty of the Images that were 'recorded due to the lack of control over 
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l1ghting within the environment. The qual1ty of sound recording was also 
diminished, however because of the equipment's built-in directional 
microphone, it remained adequate for transcription purposes. 
The second objective of producing professional in-service drama 
resource tapes was deferred until the data collection was complete, and 
total attention could be devoted to the project. This project was to 
include a semi-professional two camera system and entail the taping of a 
series of lessons over an extended period of time. A project team was 
formed and planning proceeded. However, this activity is outside the 
scope of the current study. 
Consequently it was decided to combine the Qualities of video 
recording with that of audio recording via cassette tape recorders to get 
the required number of samples for effective small group statistical 
comparison. 
The video recording was to take place in close proximity to the 
researcher's place of residence in N.S.W. Austral1a, while the audio 
recording would occur in those schools where it was impracticable 
because of distance and time for recordings to take place. However, these 
schools were still within the N.S.W. government system and following the 
same curriculum mode ls. 
Revisions to study 
As noted the pilot study produced some methodological 
difficulties in the chosen procedure. It was felt that despite the success 
of the single camera video taping it remained too slow to allow the 
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collection of an adequate sample. Therefore 1t was decided to continue 
collecting samples of discourse through video taping as well as augment 
this with a range of audio-cassette taped material to provide a viable 
statistical sample. The audio-taping of lessons was organised (See 
Appendix Two) and proved to be highly successful in capturing In-role 
discourse of both teachers and pupils. Why this was so has much to do 
w1th the structured whole class nature of the interactions and the 
specific genre structure of In-role drama. This aspect of the discourse is 
discussed in detail in Chapter Ten. 
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THE MAIN STUDY 
Drama is concerned with the thoughts, words and actions which 
people are driven to use because they can do no other, and it is this which 
if carefully used in education, will release the energies of our children. 
This is the reason for putting the word drama on a timetable in a school 
curriculum. 
Dorothy Heathcote, Drama as challenge. 1973. 
In order to obtain a sufficiently large sample of teachers using 
Drama-in-Education techniques in a school system without a separate 
drama syllabus it was necessary to approach those teachers who were 
known to be involved in this area. These teachers were identified through 
their selection of Drama-in-Education as an area of work in a Post 
Graduate Diploma in Language in Primary Education. 
The teachers had undertaken this external course at a College of 
Advanced Education, the researcher's place of work (see Appendix Three 
on the nature of the course). As all teachers were currently enrolled or had 
recently completed their Dlplomas, 1t was possible to use the resources of 
the Division of External Studies to contact them, as well as provide a 
centralised mailing service. In addition to the above, all teachers were 
personally known to the researcher through teaching contacts at external 
residential schools during their course. 
Thirty eight letters were sent out to teachers and followed up by 
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personal phone calls (see attached letter, Appendix Two ). 
The results of this request for data were as follows, 
- Eight teachers were teaching inappropriate age groups that 
could not be changed or used in the survey. 
- One teacher was teaching outside the country in Papua New 
Guinea. 
- One teacher was working with adult handicapped students. 
- One teacher was teaching a small class of low ability pupils. 
- One teacher was on leave. 
- One teacher had been deployed into 1nserv1ce consultancy. 
Twenty four teachers responded posittvely to the request for data, 
however four failed to return an audio tape for various reasons, despite 
extensive follow up. Nevertheless 1t Is felt that this high percentage of 
returns reflects the personal nature of the contacts and the fact that the 
researcher was known to all partlc1pants. 
The geographical dlstrtbutlon of teachers within the state who 
participated tn the study was quite widespread wtth a concentratton around 
the central West of the state. Two teachers were working In Canberra, the 
nation's capital, and so were employed by the Federal EdUcation system. 
The Australian Capital Terrttory Is a small Federal Terrttory 
surrounded by the larger state of N.S.W. and many of its teachers are drawn 
from the state system although the federal system Is totally autonomous. 
As can be seen by the map, (over page) teachers represented schools 
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in country and city environments, as well as a range of occupations 
and lifestyles in a cross section of commun1ties. 
All teachers were experienced and had degree or degree status 
Qualifications. They had all taught for more than five years within the 
state system. Part of the prereQuis1tes of entry into the Post Graduate 
course is certification by the state system and at least three years 
teaching experience. Their average age was 32 years. 
Data returned from the procedure sheet (see Appendix Two) showed 
the age range within the classes was from 8-11 years, with the majority 
being 10 years old. All classes were co-educational with no significant 
bias to either sex. Within the sample all classes consisted of 22 to 33 
puptls with the exception of one class of 16 pupl1s in a small rural school. 
The preferred model of the N.S.W. education system is for parallel or 
heterogeneous groupings w1thin individual grades. In the larger schools 
this has led to parallel streaming of classes of.pupl1s within the grade 
based on perceived siml1ar abil1ty. However, to facl1itate learning in some 
subjects, notably Maths and Reading, this has further led to whole grade 
grouping and subdivision into abl1ity groups for those sUbjects. Thus any 
puptl may have a home class and two subject classes, based on perceived 
abtlity and which may be taught by any teacher within the grade. Because 
of time constraints, this leads to a rather rigid timetable w1th closely 
specified times for streamed subject areas. 
Sixty percent of the schools followed this pattern with some 
variations. In some schools, Language and Spelling were added as areas of 
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subject specialisation, and in others Sport and Physical Education were 
decided on from a Hst of options with various teachers from across the 
school acting as coaches. 
The other teaching model in operation was the individual teacher per 
class system, with Httle interaction between the classes during lesson 
time. This more traditional system tended to operate in the smaller 
schools, where ability grouping was perceived as less of a problem. This 
single class model was also operating in composite classes of more than 
one grade level. Nevertheless the individual teacher classes maintained a 
roughly parallel structure if there were two classes in the grade. 
However one 5/6 composite class proved to be the exception to the 
general parallel class selection system. This class was selected on 
perceived ability in Art and Music and seen as a "talented" class and 
accorded high status within the school. 
The breakdown of grades 1s as follows, 
3 Grade 4 
4 Grade 4/5 
3 Composite 4/5/6 
8 Grade 5 
2 Grade 5/6 
The drama lessons taught by the teachers covered a wide range of 
topiCS or themes and reflected the teachers' programmes. In the N.S.W. 
Education Department the common pract1c.e 1s to thematically programme a 
unit of work for approximately five weeks. As there is a great range of 
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programme formats in use it is impossible to generalise from the 
1nformation rece1ved back whether the drama lessons taught were one-off 
attempts or part of an integrated unit of work. The latter is more l1kely as 
the teachers in the sample were generally committed to this way of 
working. However, the lessons could be roughly classified as falling into a 
range of curriculum areas. 
A clearly discernable theme was drama concerning people In need. 
This has been called Personal Development Drama and fits a classification 
of the current Primary Curriculum. Some fifteen percent of the drama was 
of this type, and was characteristically concerned with people who were 
lost or in trouble. 
TopiCS Poor and Dispossessed. 
Mr. Rlak - The Elderly. 
Steven Brown Is Missing. 
The curriculum aim seemed to be to sensitize children to the 
problems of unemployment, old age, faml1y problems and other personal 
issues. 
A second type of drama dealt w1th the natural enVironment, both 
animate and inanimate. It could loosely be defined as drama around the 
topiC area of the Natural Sciences. Some twenty five percent of the drama 
was of this type. 
TopiCS Sharks and shipwrecks 
Etymology - The Life Cycle of the Butterfly 
Bees - Runni ng an Apiary 
Bushfires - The Firefighters Job 
The Sea - Marine Biologists 
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A third type of drama was based on Literary Themes. This was more 
clearly the work of integrated programming and used drama lessons as part 
of literature based units of work. Some twenty five percent of the drama 
lessons were of this type. 
TopiCS * The Vikings 
Viking Dawn - H. Treece 
* Children of War 
The House of Sixty Fathers - H. De Jong 
* Koalas 
Caged or Free - Ht. Gravatt Reading Scheme 
* Magic Bo)( 
Traditional Fairytales 
* The Rats 
The Pied Piper of Ham \~n 
Obviously these lessons could fit into the other categortes but the 
distinguishing feature seemed to be the direct link with the literature 
base. 
The final collection of dramas was more dtfficult to classify, but 
seemed to be loosely in the area of the Social Sciences. They covered a 
diverse range of topiCS and were mainly of the problem solving sort. Some 
thirty five percent of the dramas were of this type. 
Topics Future archaeologists interpreting the past. 
Moving out West - White Colonisation of N.S.W. 
Tribal Celebration - Aboriginal Lifestyle. 
Coalmine - The Miners life. 
Holiday - Advertising and its Effects. 
Pirates - Adventure Fantasy. 
Transport - The spread of the railways. 
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The video taped material also fell into topic areas. The first one 
parallelled the audio sample of Personal Development Drama and was 
concerned with freedom and responsibility as well as people tn need. Some 
twenty seven percent of the video drama was of this type. 
Topics Missing - Child/Parent Relationships. 
Mirni Dom - Control versus creativity in Art. 
Metro Media - Truth versus the law in journalism. 
There was no division in the video taped material that corresponded 
to the natural science orientation of part of the audio material. However 
literary themes were evident in two dramas. This represented eighteen 
percent of the sample. 
Topics 
Project Ark - Use of the Bible as text 
Running a Restaurant 
Halfway across the Galaxy and turn left - R. Klein 
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A further classification of the video sample was that of the social 
sciences. This was similar to the audio sample in that some topics were 
dupl1cated. This can be explained by the loosely strat1fied arrangement of 
material treated in the social sciences curriculum throughout the state of 
N.S.W. 
In the primary grades the structure is: 
Grade 3: The home environment 
Grade 4: The local environment and history 
Grade 5: The national environment and history 
Grade 6 : The world 
As much of the audio and video material was collected at the same 
time within the school year, it was clear that many teachers were treattng 
roughly the same topics. 
Topics: The Early Days - White colonisation of Australia. 
Discovertng Anctent Central America. 
The Medieval World. 
This constituted some twenty seven percent of the subsample. 
A final classification was also not1cable in the subsample. This 
consisted of two Fantasy or Science Fiction dramas which appeared to 
draw on the childrens wider reading and television viewing. They were 
concerned with social and moral issues of people living harmoniously 
together. 
lopics. Machine Land - Out of control pollution 
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Zybons - Science fiction, judgement of Earth 
These constituted some eighteen percent of the subsample. Four of 
the above dramas were taught by special1st drama teachers. Seven of the 
lessons (63%) were part of a longer series of video taped material. The 
typical format was 40-60 minutes of drama once a week, for 3-5 weeks, 
with the video tape running for approximately seventy five percent of the 
time. 
The breakdown of grades for the subsample 1s as follows. 
7 Grade 5 classes of para11el ability 
Grade 5 class as a subset of the three classes within the grade 
and selected on mathematical ability. 
2 Grade 4/5 classes 
Grade 5/6 class 
All classes consisted of between 22-32 pupils and the age ranged 
from 9-11 years, with the majority being 10 years old. 
This class size and age range are products of a large centralised 
Department of Education and an active teachers union (The N.S.W. Teachers 
Federation) which places an upper limit on class sizes of 33 pupl1s. All 
classes were co-educational and parallel with the exception of the class 
based on mathematical abl1ity. These chl1dren were graded on standardised 
tests for Mathematics and Reading and were taught In an unstreamed 
"home" class for all other activities. 
The total sample consisted of material drawn from 31 audio and 
video sources to provide an adequate small scale group for analysis. 
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AN ANAL YSI S OF 01 SCOURSE 
.... the drama teacher needs to put words and spoken language to 
efficient use, to open feel1ng and understanding through language, to select 
language so that it comes as close as it may to being a vehicle of experience 
Oorothy Heathcote -Training Needs for the Future. 1972. 
The starting point for the analysis of the In-Role drama discourse of 
both teachers and pupl1s was the procedure followed by the primary 
language survey. As a measure of comparison at the first level of analysis 
meaning was considered in terms of content. 
At a second level of analysis meaning was considered in terms of 
linguistic functions. This functional approach to the analysis of discourse 
was based on the work of M.A.K Hall1day and R. Hasan (1985). 
In the Primary Language Survey further analysis looked at 
"Wording", that 1s, the arrangement of words chosen to serve meaning 
expressed as sentence structures. This was a numerical analysis looking at 
the number of words per phrase, per clause, per T -Unit and per sentence. 
This approach was considered inappropriate for the needs of the 
drama sample for close textu al analysis. Consequently, the comparison of 
meaning between samples was restricted to the analysts of content. 
Meaning as content 
content for the purpose of this study is defined as what is being 
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talked about In the discourse. It Is the references to presumed reality as 
perceived by the interactants In the activity. However, it is not . just the 
words themselves but the discourse and the total meaning this generates 
above the level of the clause and expressed in the text that is considered 
important. 
The focus of the content analysis of the verbal material is the 
vocabular.y in the sense of denotation of meaning. That is, it examines what 
aspects of reality the words, interpreted in context refer to. 
In this analysis the "content words" of the discourse, the nominal 
groups, nouns and pronouns are focussed on. The meanings given to them by 
the discourse, the phrases, clauses and sentences within the context in 
which they are embedded are examined. 
The classification of content areas 1s developed from a basic model 
that takes as its starting point the premise that human behaviour involves a 
thinking, feel1ng person, in interaction with an environment, both social and 
physical (Uttle 1983), When language is used in the service of such 
interaction, its primary function is to express thought and feeling in 
relation to the context. This expression of thought and feeltng constitutes 
meaning and takes the form of discourse which can be transcribed as text. 
The classification of content is based on the reference points of the 
person ( 1 ), the soc1al and the physical environment (~and it). This can be 
expressed in the following diagram. (From Uttle 1983, p.8) 
The three reference points are l1nked to the following content areas; 
(I) mind; (YOU) society; (IT) matter. 
Diagram 1 
(YOU) 
(I) 
\ FIGURATIVE " 
, I 
\ 1 
, ,I 
, , 
\ / MATTER 
\ I 
\ I 
\ I 
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(IT) 
Two further classifications have been included to deal with the 
personalised interactive nature of the discourse, these are; 
PERSON - proper nouns, individual names 
FIGURATIVE - non literal references 
It can be seen that the three major content areas of MATTER, SOCIETY 
and MIND relate. closely to the scheme used in Roget's Thesaurus of Engl1sh 
Words and Phrases. This has six main classes with various subclasses and 
an eventual 1,000 numbered content sub-categories. The classification 
system has been seen by some as making up a map of western thought. The 
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division of the classification system for the purpose of the analysis 1s as 
follows. 
Diagram 2 
/WHAT CAN lIE TAl.J(£O ABOOT ~ 
THE MATERIAL WORLD / THE HUMAN WORLD ~ 
INDIVIDUAL . SOCIAL 
1. ABSTRACT RELATIONS 
Exlslence. Relation. 
~antlly. Order, Number, 
Time. Change. CIU!llIon. 
2. SPACE 
Generally, Dimensions, 
Form. Motion 
I 
3. MATTER 
Generally, Inorganic, 
Organic 
I I 
<4.1 INTELLECT: 
FORMATION a= IDEAS 
5.1. VOLITION: 
INDIVIDUAL 
6.1-2 AFFECTIOO: 
Generally, Personll 
".2 INTELLECT: 
COMMUNICA TlON a= 
IDEAS. 
5.2. VOLITION: 
INTERSOCIAL 
6.3-5 AFFECTlOOS: 
Sympathetic, morll. 
Religious. 
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It can be seen that this classification has a direct connection to the 
Matter, society and Mind division of diagram 1. 
MATTER in diagram 1. relates to the Material World of Abstract 
Relations, Space and Matter of diagram 2. 
SOCIETY in diagram 1. relates to the Social Human World of Intellect, 
the communication of ideas as well as Intersocial Volition and the 
Affections of diagram 2. 
MIND in diagram 1. relates to the Individual Human World of Intellect 
in the formation of ideas, as well as Individual Vol1tion and Personal 
Affections of diagram 2. 
However, to deal with the complexity of the language sample two 
further categories had to be added, they are for PERSON and for FIGURATIVE 
Language as shown in the examples below. 
1. Matter. References to the material world by nouns such as "time", 
"space", "matter", as classified in classes 1,2,3 of Roget's Thesaurus of 
English Words and Phrases. 
Example: in the following, all nouns refer to Matter. 
Tne frogs are water breathing animals and the tadpoles grow in a 
ielly. 
• 
(Note: water 1s not counted as a no~n here, as It Is used as an 
adjective. A word such as swimming which might be considered a verb, Is 
counted as a noun If used as one, ego Swimming Is nice. Rule: a noun Is what 
1s used as a noun, le. as a subject or object, not an adjective - or 
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possessive). 
2. Mind. References to the psychological world by nouns such as 
thought feelin~ (voluntary) action, Roget classes 4.1, 5.1, 6.1, 11. 
In the following, no nouns refer to Matter. All are concerned with 
the human world. 
The main characters in the story were Edek. ..... and Ruth. .... 
/ liked the storybec8use it left you in suspense. 
3. Society. References to the social world by nouns such as 
communic8tio~ co-oper8tio~ Roget classes 4.11,5.11, 6.III,V. 
"Its against the ~ the councjllor thinks books go against his 
All the nouns in the above refer to the social world. 
4. persons. References to individuals by proper nouns ego Captain 
Cook, Mrs. smith, The Earl of Warwick. 
5. Figurative. Non-11teral, metaphorical types of references, 1n 
which items in one class are spoken of tn terms of another ego 
cross-references of matter and mind, as in "My car has a willof its own"; 
"My memory just blew a fuse -. 
Between such extremes, there are passages which are mixed, for 
example, 67" to Matter and 33" to humanity. This kind of result provides 
an index of the range and balance of content in the school curriculum, as 
reflected by school language. For present purposes, the major categories 
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outlined are sufficient, though for other purposes, closer analysis In terms 
of Roget's eventual 1,000 subcategorles Is useful. 
The following illustrations come from the 1981 survey (L1ttle 
1983). The chl1dren's writing Is presented as far as possible with the 
original spelling and punctuation. In the present examples of Content, the 
nouns are emphasised. 
1. For the five nouns selected at random, 40% Matter, 60% Mind: 
The.lM.Y¥..can help Australia by killing all the badoeoole and 
shooting the battle ships and boats. The bullets have a.wAC 
head on the end of a bomb or a bullet. 
Writing age 7 
Matter: people (biologica1), end (spatial). 
Mind: navy. war head. bomb (instruments of human will). 
2. 20% Matter, 40% Mind, 40% Figurative: 
/ volunteered - stupid of me - to go in the open skipping -
// year old and open skipping - and / came second last - / 
beat Oavid's sister - and what else did / do? We went in 
the three-legged race and we come first by half a mile. 
Matter: sister. 
Mind: skipping. race. 
Figurative: half a mlle. 
Speak I ng age 1 1 
Taking words in the sense in which they are used in context, aided by 
group consensus and the use of the Thesaurus, analysts produced tables of 
percentages of references to the five classes of Content. 
The following diagram (Diagram 3 see over page) describes the 
complete system used for the content analysis of nominal groups. 
For each noun the process begins by considering the meaning in 
context then the following criteria are applied to it. 
1. Whether 1t refers to a Person by name. 
2. Whether 1t is Figurative, as defined. 
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3. If not, whether 1t refers to Matter, Mind or Society - using the 
Thesaurus. 
The noun is looked up in the back section of the Thesaurus and its 
subcategory number noted. Where there are several possibilities the 
meaning nearest to that with which the noun Is used In the passage Is taken. 
In cases of doubt, group consensus amongst the researchers was sought. It 
Is necessary to look nouns up In the Thesaurus because the categories are at 
first not always obvious (particularly in the case of words which at first 
sight may seem to be references to persons). 
For instance, a word such as farmer is normally classified as Matter, 
because the person Is being classified by relationship to organic matter. 
Slml1arly, the word traveller Is a reference to Matter, because the 
claSSification Is by space and time. But the terms wrtter and b.Q.Qk are 
references to Society, because the classification Is based on the notion of 
communicat ing Ideas. 
Diagram 3 r------------
'MIND' 
R()}!t 
'MATTER' 
R()}!t 
1-179 Abstroct Relations (Class 1) 
ego existence, time, order, ccusaUon. 
180-315 Space (Class 2) 
ea. plane, Interior t movement. 
316-449 Matter (Class 3) 
ego animal, vegetable, mineral. 
'SOCIETY' 
R()}!t 
450-515 Form8tion of ide8s 
(Class 4.1) ego assumption, 
discovery, thought. 
516-559 Communicetion of 
Ideas (Class 4.11 ) ea. talk, 
book, ~ture. 
131-8191ntersoclal 
Volition (Clm 5. 11 ), 
600-736 Individual Volition 
( CI853 5. 1 ) ego decision, ocHon, 
(of the individual) 
820-881 General & Personal 
Affections ( Classes 6. 1 ,11 ) 
ego ch8rBCter, P le8Sure. 
'PERSONS' 
ego sale, competition. 
888-1000 Sympathetic, 
Moral and Rellalous 
Affections ( CI~ 6. 111 , 
IV, V) ego love, vlrtue,plety. 
- referred to by proper 
name ego Hitler. 
'FIGURATIVE' 
Non-literal use of tangutJJB - m~Japhor and 
the lIke, where Items In one of the above 
categories are used to refer to items in other 
cate91ries, ego 
My ~ hes 8 wi11 of its own, (mcrtter referred 
to as mind). 
My mind Just blew 8 fuse, (mind as matter). 
The moon sighed, (the verb gives the 
figurative meaning to the noun). 
The hungry sea, (fK1j. makes noun f1gurat1ve) 
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Value-laden terms (Boget Class 6, Affections), are references to 
Mind which have special importance to the expression or non-expression of 
attitudes and feellngs. 
A major tssue that arose during this research proved to be the 
extent to which nouns referred to Matter, in contrast to the human world 
of Persons, Mind, Society and the Figurative use of language. For a brief 
summary of the conclustons of this research see Appendix Four. 
The Collection and Recording of The Drama Language Sample 
The language sample of 'In-role' drama was to be analysed in the 
same way as the Primary Language Survey for content. This would enable 
a comparison to be made as to the percentage of Matter, Mind and SOCiety 
that occurred within the discourse. Part of the aim of the collection of 
materials was to see if drama provided any different language experience 
to the highly positivisttc nature of the curriculum as outl1ned by the 
Primary Language Survey. As Graham Little says: 
"If, we value a comprehensive curriculum we win hope that the 
physical world, the social world and the world of Imagination, together 
with individuals, al1 figure prominently in the school curriculum. In these 
terms, analysis of the content of language contrlbutesto evaluation of the 
content of the curriculum". (Language Analysis Handbook P.18). 
The Initial problem of collecting an adequate small group sample 
was solved by the use of audio and video taptng. The procedure of audio 
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taping was also fo11owed in the Primary Language Survey. This direct 
co11ection of material however produces large amounts of undifferentiated 
data. Nevertheless It was thought that direct recording of the discourse 
would be more reliable than encoding and examplfng the materla1. Studies 
in this area, Wl1son (1977), Tishler and Power (1978), Young (1978) and 
Stubbs (1983) have pointed out the desirability of having actual classroom 
discourse data for analysis. It was considered that features of a long 
sequence of discourse transcribed as text, taken as a whole, and w1th 
regard to context, would provide the most reliable form for analysis. 
The problem with this approach was that the researcher did not 
have direct access to the participating teachers to aid in the analysis of 
the material, or access to the resources of a central1sed educat10n 
department with its staff of consultants, as was the case 1n the Larger 
Primary Language Survey. 
However it was considered that only extens1ve examples of 
'In-role' discourse with pupils and teachers 1nteracting would be adequate 
for the analysis. 
Computer Analysis 
Consequently, it was decided to develop a computed aided analYSis 
technique that ~ould have two aims, 
1. To aid in the class1fication and processing of large numbers of 
nominal groups taken from extensive texts. 
2. To provide a high level of reliability In processing the sample. 
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With these two aims in mind the researcher approached Dr. Les 
Farnell, of Sydney University computer centre, and Graham Lfttle of 
Canberra C.A.E., with a request for aid in the design of a computer based 
thesaurus programme, which would classify elements of the discourse as 
set out in Diagram 3 (p.42). This proved to be a difficult and time 
consuming task. However, the devised programme proved to be very 
effective in meeting the two aims set out for it. The following 
representative examples of text and computer analysis demonstrate the 
way the programme operates. 
Diacritics for text transcription 
{ - Curled braces indicate simultaneous speech. 
Ps - indicates a group answer from the pupi 1s. 
.... - speaker interrupted and gives up the turn. 
THE MEDIEVAL WORLD Appendix Five, TAPE NO :4.40 
(Pupils in role as peasants, teacher in role as king's councillor) 
P.l (In role) We have things hidden away, people have kept things, 
but why is it the king would want my last bowl of meat when he has all 
these marvellous foods already? 
And why is it he would want her wooden locket when he has huge 
portraits of wood? 
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T. (in role) The King requires as much of everything he can get his 
hands on! You don't realise how expensive it 1s to run this country. You 
peasants have got stuff hidden away, all of you I know, every single one of 
you has got stuff hidden away. 
P.2 You've got more stuff than usl 
T. The King, the King and the Nobles obviously are born to have 
more than you people. 
P.l Why? are they born to have more than us? 
P.3 We are all peoplel 
P.l (Why can't people be equal 
T. (What do you mean we are all people, you're peasants. 
P.4 People are equal! 
T. (In role to pupil in role as Lord of the Manor) What sort of 
nonsense have you been talking to these people here? Don't they realize the 
peasants, the peasants job is to give all they earn to us? 
P.5 But the King has been treating us like we are animals, and you 
are people, and we are a born people but 
Ps Yes. 
T. Look you don't seem to understand you are born peasants and 
(it is your jOb ... 
P.l (But why does that mean we must always be peasants? 
Ps Yes, yeah! 
T. Because you are born peasants 
P.S And what. .. 
T. The Earl of Warwick was born the Earl of Warwick and will 
cont inue to be sol 
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P.6 Well how do you know who is going to be born kings o~ peasants? 
T. It Is decreed by God, obviously I am born to be the King's 
Councl1lor, and demand from you peasants, thieving nasty peasants who 
{have hidden stuff awa .... 
P.l (you claim, you claim you are so good, what have you done for 
us?, we seem to have given you so much, what have you done for us? 
T. What have you done for us? We 
{protect.. .... 
P.l (everythingl 
P.5 We have done more than enough for you. 
T. Can you answer them? (Directed to student in role as Lord of 
the Manor) 
P.7 I've never heard such behaviourl 
T. No, I thoroughly agree, we the King and his people, we protect 
, 
you. It Is the peasants Job and right In life ..... 
P.l Protect us! You have rlt protected us In the sllghtestl 
P.8 We are out there In our old houses ..... 
T. Certain! y 
P.9 Shivering to death. 
T. Shivering, what nonsense, you've got stuff hidden away, you've 
got stuff hidden away, you lead a really good life. 
P.IO We have n't got no blankets. 
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Ps (Inaudible) and materials .... 
P.l look at that cloak you've got on now, have any of us got cloaks 
like that? 
P.l0 All our clothes are ripped. 
P.5 We've only got rags. 
P.8 Yeah, ripped. 
T. Well is rit that their lot, they are dressed in rags because you are 
Indolent, you won't wortd 
Ps We will, we do (Inaudible). 
P.6 (I t's you who do not workl 
P.1 [You're the ones who won't work! 
P.10(You're the people who do not workl 
T. If you had done a decent days work Instead of ldl1ng around, lying 
in the fields .. 
P.S Oh, we don't be In the fields. 
Ps (Inaudible) .. ..If we didn't work for you. 
P.9 You just sit there. 
P.S Yeah, why don't you ... 
T. I f you don't keep your mouths shut I'm going to have the guards 
come In here and drag you lot away. 
P.2 How do you know they will obey you? 
T. Of course they will. 
P.2 How do you know? 
P.l Do you treat them, treat them like humans? 
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Ps (Inaudible) treat them fairly. 
T. I've never heard such an unruly bunch of peasants, I 
(mean you are .... 
P.1 (Maybe people have been too afraid of you to speak up. 
P.B (We have n't seen much of .. . 
P.10 .... (cause a revolution ... . 
P. 1 0 .... ( Awful King as you ... . 
T. There is no way you can talk to a Kings representative, I may 
, 
not be the King. but I am the Kings representative. He will hear of thisl He 
wants everything you have got lef .... 
P.1 (He should hear of this! 
The nominal groups in this text relating directly to the Experiental 
content of the discourse were then categorised into the 39 subclasses of 
the computer analysis. The classification and category divisions for the 
pupi1~ discourse are displayed in the MEDIEVALKIDS -PERCENTAGES 11st 
overpage. (p.sO,) 
It can be seen in the computer printout that; 
Categories 1 - 15 refer to Matter 
categories 16 - 29 refer to Mind 
Categories 30 - 39 refer to SOCiety 
At the bottom of these categories there are additfonal relevant 
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-MEDIEVALKIDS - PERCENTAGES 
CATEGORY PRO 2 3 4 5 b 7 8 9 la 11 12 13 14 15 16 NOUN TOT 
-Abstract Relations-
1: Existence 
2: Relation 
3: Quantity 
4: Order 
5: Number 
6: Time 
7: Change 
8: Causation 
-Space-
9: General 
10: Dimension 
11: Form 
2 2 
- .2 - -
- 2 
- 4 - - - -
- - - 2 4 - 1 2 
12: Motion 
-Matter-
2 - - - - -
13: General 
14: Inorganic 
15: Organic 
-Thought (Individual)-
- 2 - -
2 - 2 
16: General - - -
17: Precursory 
18: Materials 
19: Processes 
20: Results 
~1: Extensions 
22: Creative 
-Action (Individual)-
2 - - -
o 
o 
4 
2 
o 
o 
2 
o 
4 
- - - 10 
o 
2 
o 
2 
4 
o 
o 
o 
o 
2 
o 
o 
23: General - - - - - - - - - - - - - - - - o 
8 
8 
o 
o 
24: P~ospective - - - 2 2 - 4 
25: Action - - - 6 2 
26: Antagonism - - - - - - -
27: Results - - - - - - -
-Feeling (Individual)-
28: General - - - - - - - - - - - - - - 0 
29: Personal - - - - - 18 - 4 - - - - - - 22 
-Thought (Social)-
30: Nature 
31: Non-language 
32: la nguage 
-Action (Social)-
33: General 
34: Special 
35: Conditional 
- - - - 2 
- - - 2 
4 -
o 
o 
2 
2 
o 
o 
4 
o 
o 
4 
2 
o 
o 
2 
o 
4 
10 
o 
. 2 
o 
2 
4 
o 
o 
o 
o 
2 
o 
o 
o 
8 
8 
o 
o 
o 
22 
o 
o 
2 
2 
o 
o 
4 30: Possessive 
-Feeling (Social)-
37: Sympathetic 
3~: Moral 
- - - - - - - - - - 0 0 
39: Religious 
-Not In Lexicon-
TOTALS 
CATEGORY 
-Proper 
-Proper 
-Common 
TOTALS 
(Persons)-
(Things)-
(As Above)-
- - - 2 - - - - - - - - - - - - 2 2 
- - - - - - - - - - - - - - 0 0 
- - - - - - - - - - - - - - 0 0 
o 0 2 24 10 24 2 8 b 4 0 0 0 0 0 0 80 80 
NOUN PRONOUN FIGURE TERM "IT" SPECIAL 
6 6 0 0 -Impersonal-
U 0 0 U -Phrasal-
80 0 8 0 
86 6 8 0 
-GRAND TOTAL 100-
o 
o 
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classif1cations that refer to Persons and to Figurative language as 
well as a special classification for those words that were not part of the 
Roget lexicon. 
The analysis also has the ability to classify Impersonal and Phrasal 
uses of -It- . These finer distinctions in the use of pronouns were not 
required for the comparison of the samples. 
In percentage terms the analysis for this extract produced the 
followfng results: 
Matter Person Mind 
% MedievalKids 30 12 40 
Society 
10 
Figurative 
8 
The program Is then able to manipulate the data fn a number of 
ways. One of the most useful is the abt1ity to classify the words 
according to the class assigned by the Roget classification system for the 
1 000 classes within the Thesaurus. , 
This classiffcation has been done for the above extract, (see 
Medievalkids- Words ordered by class over page, p.52) 
This form of analysfs clearly indicates, in an accessible way, the 
area of themic concern within the discourse. It can be claimed that 
Feeling, related to individual mental processes that are concerned with 
personalldentlf1catlon Is the Themic focus of this text for the pupl1s. The 
use of -people- (class 876) eight times within the text and the 
corresponding identification with -peasant- (class 876) Illustrates the 
point that societal concerns are being investigated In a highly cognitive 
-HEDIEVALKIDS - WORDS OKDERED BY CLASS-
---ABSTRACT RELATIONS-·-
-Quantity-
-25-: MORE(lN) 
-27-: EQUAL(IN,2F) 
-Order-
-78-: EVERYTInNG(lN) 
-Change-
-146-: REVOLUTION(IN) 
.... SPACEs-· 
-General-
-18\)-: HOME(lN) 
-191-: BOWL(IN) 
-Dimension-
-223-: BLANKETS(IN) 
-225-: CLOAK(2N) CLOTHES(IN) RAGS(IN) 
-Motion-
-298-: MEAT(lN) 
_.-MA'ITER---
-Inorganic-
-344-: FIELDS(IN) 
-Organic-
-360-: DEATH(lF) 
-306-: AN1MALS(lF) 
-372-: OHE(lN) HUMAN(lN) 
__ TItOUGHT (INDIVIDUAL)---
-Results-
-490-: KNOW( IN) 
••• ACTION (INDIVIDUAL) ••• 
-Prospective-
-634-: MATERIALS(1N) 
-635-: STUFF(IN) 
-637-: FOOD(lN) 
-Action-
-680-: BFlIAVIOUK(1N) 
-686-: WORK(3N) 
.. = .. FEELING OND! VIDUAL) ==-
-Personal-
-847-: LOCKET(IN) 
-876-: PEOPLE(8N) PEASANTS(2N) 
••• THOUGHT (SOCIAL) ••• 
-Language-
-554-: PORTRA1T(lN) 
_.ACTION (SOCIAL)---
-General-
-737-: UNG(1N) 
-PossessiVe-
-180-: THINGS(2N) 
_ •• FEELING (SOCIAL)--. 
-Moral-
-944-: GOOD(1N) 
__ OTHER WORDS -. 
-Peraons-: IING(3N,~P) 
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manner. Pupils are hypothesising, taking verbal1nitiatlves and 
questioning concepts about the nature of medieval society as presented to 
them from inside the Drama Frame. 
This can be seen in the abstract relation of Quantity they address; 
"more" (class 25) and "equar (class 27), as well as in the abstract 
relation of Order; "everything (class 78) and Change; "revolution" (class 
146). 
This two part process of analysis can be applied to the teachers 
discourse in the same sample with the following results. (See 
Medievalteach-Percentages over page p.54). 
In percentage terms the analysis produced the following results. 
Matter Person Mind Society Figurative 
~ MedlevalTeach 12 18 52 15 2 
The following classification by class ( see Medievalteach-Words 
Ordered by Class over page p. 55 ) then enables some specific statements 
to be made about the percentages above. For example, the relatively high 
percentage reflected In the ·Person" classification can be seen as the 
teacher deliberately laying down the heirarchical structure of medieval 
society through personalised discourse. His use of "God", "King", "Nobles" 
and "Earl of Warwick" l.s in direct opposition to his eight references to 
"peasants" which operates at the level of individual personal feeling (class 
876). 
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-MEDIEVALTEACH - PERCENTAGES 
CATEGORY PRO 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 NOUN TOT 
Abstract Relations-
1 : Existence 0 0 
2 : Kelation 0 0 
3 : Quantity 2 2 2 
4 : Order 4 4 4 
5 : Number 0 0 
6: Time 0 0 
7 : Change ..: 0 0 
8: Causation 0 0 
-SEace-
9: General 2 2 2 
10: Dimension 2 2 2 
11 : Form 0 0 
12 : Motion 0 0 
-Matter-
13: General 0 0 
14 : Inorganic 2 2 2 
15 : Organic 0 0 
-Thought {Individual)-
16: General 0 0 
17: Precursory 0 0 
18 : Materials 0 0 
19: Processes 0 0 
20: Results -. - 2 2 2 
21 : Extensions 0 0 
22: Creative 0 0 
-Action {Individual)-
23: General 0 0 
24: Prospective 7 9 16 16 
25: Action 4 2 7 7 
26: Antagonism 0 0 
27 : Results 0 0 
-Feeling (Individual)-
28: General 0 0 
29: Personal 9 - 18 27 27 
-Thought (Socialj-
30 : Nature 2 2 2 
31: Non-language 0 0 
32: Language 2 2 2 
-Action (SQ!;i;lI)-
33: General 2 4 7 7 
34: Special 0 0 
35: Conditional 0 0 
36: possessive 2 2 2 
-Feeling (Social)-
37: Sympathetic 0 0 
38: Moral 2 2 2 
39: Religious 0 0 
-Not In Lexicon- 0 0 
TOTALS 0 0 11 7 16 11 2 22 0 7 0 0 0 4 0 0 80 80 
CATEGORY NOUN PRONOUN FIGURE TERM "IT" SPECIAL 
_Proper (Persons)- 18 0 0 0 -Impersonal- 0 
-Proper (Things)- 0 0 0 0 -Phrasal- 0 
-Common (As Above)- 80 0 2 0 
TOTALS 98 0 2 0 -GRAND TOTAL 100-
_HEDIEVALTEACII - WORDS ORDERED BY CLASS-
•• _ABSTRACT RELATIONS---
-Quantity-
-25-: LOT( IN) 
-Order-
-78-: EVERYTHING(2N) 
..... SPACE .... -
-General-
-189-: COUNTRY(IN) 
-Dimension-
-225-: RAGS( IN) 
..... MATTER •• -
-Inorganic-
-344-: FIELDS(IN) 
.... THOUGHT (INDIVIDUAL)--· 
-Results-
-497-: NONSENSE(lN) 
___ ACTION (INDIVIDUAL)- .. -
-Prospective-
-635-: STUFF( 4N) 
-676-: JOB(3N) 
-Action-
-682-: LIFE(lN) 
-686-: WORK(lN) 
-696-: COUNCILLOR(IN) 
_ ... FEELING (INDIVIDUAL)-.-
-Personal-
-876-: PEASANTS(8N) PEOPLE(4N) 
... _THOUGHT (SOCIAL)--· 
-Nature-
-517-: NONSENSE(lN) 
-Language-
-581-: MOUTH(lN) 
___ ACTION (SOCIAL)---
-General-
-753-: GUARD(lN) 
-759-: REPRESENTATIVE(2N) 
_possessive-
-786-: LOT(lN) 
-789-: HANDS( 1 F) 
_ •• FEELING (SOCIAL) .. •• 
-Moral-
-924-: RIGHT( IN) 
___ OTHER WORDS ••• 
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-Persons-: KING(4N) NOBLES(IN) EARL OF WARWICK(IN) EARLOF WARWICK(IN) GOD(IN) 
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When a sample of non-drama classroom text is run through the 
program an ability to discern the difference between the kinds of 
discourse being used becomes even more obvious. The following extract 
taken from Perrott (1985 ) represents upper primary pupils (11 +years) in 
the same school system as the drama sample. 
Mining Town 
( Discussion lesson, 10 minutes in. About a Mining Company setting 
up in an isolated area.) 
T Isn't that amusingl (sarcasm) So we need a town, and what's a 
town, Lyn? 
P People l1ving together, roads, houses and shops 
T OK, so the Company has to build a town for the people to live in. 
But, 1f your parents were to go there what would they need? 
Sit down NeiJI 
P A car 
T Yes 
P Shops 
T Yes 
P Water supp ly 
T Yes. What else would be needed, Mara? Stand up those who are 
talking while Mara is talking. What do you have to say that's so 
important to be rude, Chris? 
P I just said he's cute (giggles) 
T Carry on Mara 
P Place to live, to shop 
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T Are there any other things-- I've spoken to you twice, Chr1s1 
Is there anything else? 
P Power 
T Right 
P Schools 
T Yes 
P Transport 
T Yes. What do you think would be the main transport? 
P Railway 
T Yes. Hands up who thinks Ran would be the major form 
P Planes? 
T Hands up who thinks planes - Yes, so we need an airport too. Do 
you have other needs than a place to live, things to eat? 
P Schools 
T Yes 
P Tol1ets 
T Yes 
P Medical services 
T Right. And ambulances and other ..... 
P People to prepare food. 
T Right. But there's one ~ essential need no one's mentioned. 
P Clothes 
T No. Another one 
P Petrol pumps and things 
T No. It starts with "R", the one I'm thinking of. Edward? 
P Rivers (audible sigh from class) 
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In percentage terms the computer analysiS of nominal groups for 
this extract produced the following results (see Mln1ngkids-Percentages 
over page P59). When looked at 1n table form, 
Matter Person Mind Society Figurative 
"Mlningkids 62 0 12 26 0 
it is clear that Matter Is considered much more important in this 
discourse than 1s Person or Figurative language. If the analysis is 
examined in terms of words ordered by class (see Miningkids-Words 
Ordered by Class over page p.60) it is notable that whole areas of 
individual thought, especia11y in the realm of Intellect and the formation 
of ideas do not contain any entries. This 1s also apparent in the social area 
of Sympathetic, Moral and Religious feeJings. 
Space and Matter are the areas of themic concern in the discourse. 
This is shown in general terms; "house" (c1ass 1.89) and through motion; 
"transpore (class; 270), "car" (class 272) and "road" (class 278). Inorganic 
matter 15 also of importance in the discourse as is shown by "water" 
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-MININGKIDS - PERCENTAGES 
CATEGORY PRO 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 NOUN TOT 
-Abstract Relations-
1 : Existence 0 0 
2: Relation 0 0 
3: Quantity 0 0 
4: Order 0 0 
5 : Number 0 0 
6: Time 0 0 
7 : Change 0 0 
8: Causation 6 6 6 
-Space-
9: General 6 6 6 
10: Dimension 6 6 6 
11 : Form 0 0 
12 : Motion 6 6 6 19 19 
-Matter-
13: General 0 0 
14: Inorganic 6 13 19 19 
15 : Organic 6 6 6 
-Thought pndividual)-
16: General 0 0 
17: Precursory 0 0 
18: Materials 0 0 
19: Processes 0 0 
20: Results 0 0 
21: Extensions 0 0 
22: Creative 0 0 
-Action pndividual)-
23: General 0 0 
24: Prospective 6 6 6 
25: Action 0 0 
26: Antagonism 0 0 
27: Results 0 0 
-Feeling (Individual)-
28: General 0 0 
29: Personal 6 6 6 
-Thought {Social )-
30: Nature 0 0 
31: Non-language - 13 13 13 
32: Language 0 0 
-Action (Social)-
33: General 0 0 
34: Special 0 0 
35: Conditional 0 0 
36: Possessive 6 6 13 13 
-Feel ins (Socia1)-
37: Sympathetic 0 0 
38: Moral 0 0 
39: Religious 0 0 
-Not In Lexicon- 0 0 
TOTALS 0 0 6 25 25 31 6 0 6 0 0 0 0 0 0 0 100 100 
CATEGORY NOUN PRONOUN FIGURE TERM "IT" SPECIAL 
-Proper (Persons)- 0 0 0 0 -Impersonal- 0 
-Proper (Things)- 0 0 0 0 -Phrasal- 0 
-Common (As Above)- 100 0 0 0 
TOTALS 100 0 0 0 -GRAND TOTAL 100-
-MININGKIDS - WORDS ORDERED BY CLASS-
_ccABSTRACT RELATIONS._· 
-Causation-
-171-: POWER(IN) 
...... SPACE ...... 
-General-
-189-: HOUSE( IN) 
-Dimension-
-225-: CLOTHES(lN) 
-Motion-
-270-: TRANSPORT(lN) 
-272-: CAR(lN) 
-278-: ROAD(lN) 
..... MATTER .. =. 
-Inorganic-
-337-: WATER{lN) 
-348-: PUMP(lN) RIVER(lN) 
-Organic-
-372-: PEOPLE(1N) 
._ .. THOUGHT (INDIVIDUAL) .. ca 
_ .. =ACTION (INDIVIDUAL)._. 
-Prospective-
-637-: FOOD{lN) 
..... FEELING (INDIVIDUAL)= .... 
-Personal-
-876-: PEOPLE(lN) 
_ .... THOUGHT (SOCIAL) .... 
-Non-language-
-542-: SCHOOL(2N) 
••• ACTION (SOCIAL)- .. -
-Possessive-
-780-: THINGS(lN) 
-799-: SHOP(lN) 
._ .. FEELING (SOCIAL) .. _: 
.a. OTHER WORDS ._. 
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-MININGKIDS - WORDS ORDERED BY CLASS-
_==ABSTRACT RELATIONS---
-Causation-
-171-: POWER(IN) 
...... SPACE=:= 
-General-
-189-: HOUSE(lN) 
-Dimension-
-225-: CLOTHES(lN) 
-Motion-
-270-: TRANSPORT(IN) 
-272-: CAR(lN) 
-278-: ROAD(lN) 
...... MATTER: .... 
-Inorganic-
-337-: WATER(lN) 
-348-: PUMP(lN) RIVER(lN) 
-Organic-
-372-: PEOPLE(lN) 
_=_THOUGHT (INDIVIDUAL)---
_=mACTION (INDIVIDUAL)---
-Prospective-
-637-: FOOD(1N) 
_ .. _FEELING (INDIVIDUAL)._. 
-Personal-
-876-: PEOPLE(lN) 
••• THOUGHT (SOCIAL) ••• 
-Non-language-
-542-: SCHOOL(2N) 
••• ACTION (SOCIAL) ••• 
-Possessive-
-780-: THINGS(lN) 
-799-: SHOP(lN) 
••• FEELING (SOCIAL) ••• 
••• OTHER WORDS ••• 
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(class 337) and "pump"and "river" (class 348). It Is also significant 
that personal contact is not a part of the learning agenda for these pupils 
as there Is no reference to Person In the analysis. 
When the analysis Is applied to the teacher's discourse, the 
following results are obtained (see Mlnlngteach-percentages over page 
p.62 ). In table form these results can be represented as; 
" 
. Matter Person Mind Society 
~ Mlnlngteach 41 37 11 11 
Figurative 
o 
Once again Matter is of prime importance In the discourse both in 
terms of abstract relations; "company" (class 72) and general space; 
"town" (class 189). Another significant factor Is the high level of Person 
that Is represented by the pupil names. This appears to be related to the 
control strategy being used by the teacher within the lesson. As with the 
pupilS, areas of discourse are not represented. Notably Individual thought 
In the formation of ideas, Social thought In the communication of ideas 
and Affections of any kind. (see Mlnlngteach Words ordered by Class over 
page p.63) 
Further connections can obviously be made from a conSideration of 
these classlflcat~ons, although the above example Is sufficient to 
Illustrate the usefulness of the program. 
The use of this computer based analysis made it possible for 
larger subsamples of "In-role" drama discourse to be analysed (up to 112 
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-MININGTEACII - PERCENTAGES 
CATEGORY PRO 2 3 4 5 6 7 8 9 10 1 1 12 13 14 IS 16 NOUN TOT 
-Abstract Relations-
I : Existence 0 0 
2 : Relation 0 0 
3 : Quantity 0 0 
4 : Order 5 5 5 
5 : Number 0 0 
6 : Time 0 0 
7 : Change 0 0 
8 : Causation 5 5 5 
-Space-
9: General - 16 5 21 21 
10: Dimension 0 0 
11: Form 0 0 
12 : Motion 5 5 5 
-Matter-
13 : General 0 0 
14 : Inorganic 0 0 
15 : Organic 5 5 5 
-Thought {Individual)-
16 : General 0 0 
17: Precursory 0 0 
18: Materials 0 0 
19: Processes 0 0 
20: Results 0 0 
21 : Extensions 0 0 
22: Creative 0 0 
-Action {Individua1)-
23: General 0 0 
24: Prospective 5 5 11 11 
25: Action 0 0 
26: Antagonism 0 0 
27: Results 0 0 
-Feeling {Individual)-
28: General 0 0 
29 : Personal 0 0 
-Thought (Social)-
30: Nature 0 0 
31: Non-language 0 0 
32: Language 0 0 
-Action ~Social)-
33: General 0 0 
34: Special 0 0 
35: Conditional 0 0 
36: Possessive - 11 11 11 
-Feeling ~Social)-
37: Sympathetic 0 0 
38: Moral 0 0 
39: Religious 0 0 
-Not In Lexicon- 0 0 
TOTALS 0 0 o 21 5 21 5 0 11 0 0 0 0 0 0 0 63 63 
CATEGORY NOUN PRONOUN FIGURE TERM "IT" SPECIAL 
-Proper (Persons)- 37 0 0 0 
-Impersonal- 0 
-Proper (Things)- 0 0 0 0 
-Phrasal- 0 
-Common (As Above)- 63 0 0 0 
TOTALS 100 0 0 0 
-GRAND TOTAL 100-
-MININGTEACH - WORDS ORDERED BY CLASS-
===ABSTRACT RELATIONS ••• 
-Order-
-72-: COMPANY(1N) 
-Causation-
-166-: PARENT(lN) 
:==SPACE=="' 
-General-
-182-: PLACE(lN) 
-189-: TOWN(3N) 
-Motion-
-270-: TRANSPORT(lN) 
.... =MATTER ...... 
-Organic-
-372-: PEOPLE(lN) 
_=_THOUGHT (INDIVIDUAL) ••• 
-==ACTION (INDIVIDUAL) ••• 
-Prospective-
-630-: NEED(lN) 
-662-: AMBULANCE(lN) 
-==FEELING (INDIVIDUAL) ••• 
--=THOUGHT (SOCIAL) ••• 
---ACTION (SOCIAL) ••• 
-Possessive-
-780-: THINGS(2N) 
-=-FEELING (SOCIAL) ••• 
.. == OTHER WORDS ••• 
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-Persons-: LYN(lN) NEIL(lN) MARA(2N) CHRIS(2N) EDWARD(lN) 
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words ana1ysed from the text) than the Primary Language Survey 
which concentrated on three successive sentences as representative of the 
samp1e. 
The d1ff1cu1ty with the drama text In choosing sma11er samp1es 
was that the nature of the discourse, with Its range of pupiJ Initiatives 
required a substantla1 body of text to be seen as representative of the 
nature of the Interaction. 
For a comp1ete exp1anatlon of the computer program and its 
funct Ions see Appendix Six. 
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A PESCRIPTION OF THE DATA 
What interests me Is the quality of what children do all day In 
school. Particularly, "What are they.QQ1ng.?" Not "are they sitting In 
desks thinking about possibly one day doing ....... 7" 
Dorothy Heathcote 1982. 
As there has been a limited collection of research data concerning 
pupi1language within drama In Australia with the notable exception of 
Schaffner (1984), and as there has been very little work based on 
teacher/pupll language interaction in Drama (Carroll 1978,1980), It was 
decided that the focus of the data collection should be on the teacher/pupil 
interaction operating 'In-role' within the Drama Frame. 
This necessitated a form of analYSis that would allow the sample to 
be compared and contrasted to already collected data of more typical 
classroom interaction patterns. 
As part of the hypothesis of this study Is concerned wtth the claim 
that drama shifts the classroom semiotic context in such a way that 
different language strategies are made aval1able to the participants, It 
was necessary to find a large enough sample of non-drama language to 
compare wtth the drama data. As well as a comparison, the form of 
analysis chosen had to be able to cope with the unique nature of 'In-Role' 
drama language which can be thought of as operating as a framed artistic 
construct. 
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That is, the language used by the participants undergoes a teacher 
negotiated shift in attitudinal role for the duration of the drama. The most 
characteristic form of this frame shift appears to be the pupils ability to 
take a new range of verbal initiatives In their Interaction with the teacher. 
This discourse, which is a specific form of language usage embedded in the 
larger context of classroom talk has been called by Sinclair and Brazil 
(1982) "discourse within a discourse," (p.S8) 
For these reasons the most thorough survey of the language of 
primary school children in this country (Australia) was chosen as a basis 
for comparison with the drama sample. This Is the Language and 
Curriculum Report of the Primary language Syrveys 1980 and 1981 of 
Tasmanian Schools directed by Graham little of Canberra College of 
Advanced Education. In this Action Research Study teachers of 7 and 10 
year olds analysed the functions and forms of language In student listening, 
speaking, reading and writing, in their own classrooms as a means of 
curriculum evaluation. 
The two studies combined Involved thirty schools and 728 language 
use samples within the schools. 
The pilot stUdy of ten schools and the survey of twenty schools Is a 
substantial sample to compare with the drama research. 
The following table (Table 1) Is the breakdown of the Tasmanian 
Study. 
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TABLE 1 - REPORT OF PRIMARY LANGUAGE SURVEY 1980-81 
ITEM PILQT ~TUQY 5UB~EY 
No. of schoo 1 s 10 20 
(one Region) (7,7 and 6 from 
the three regions) 
No. of teachers 20 40 
No. of students 60 120 
No. of Examples of Language: 
LISTENING 
Age 7 English) 10 31 
Other 32 
Age 10 English) 10 32 
Other 29 
(Total) (20) ( 124) 
I 
Age 7 English) 10 31 
Other 30 
Age 10 English) 10 30 
Other 30 
(Total) (20) (121) 
DING 
Age 7 Engllsh 10 36 
Other 10 35 
Age 10 English 10 31 
Other 10 30 
(Total) (40) ( 132) 
WRITING 
Age 7 English 30 37 
Other 30 39 
Age 10 Engl ish 30 42 
Other 30 33 
(Total) ( 120) ( 151) 
GRAND TOTAL 200 528 
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Before going into detail Graham Little makes the general comment, 
"The findings were very similar to findings from other educational 
systems. Functional analysis Indicated that concrete and generalised 
information about the material world heavily predominated, with only 
limited amounts of human content, higher abstraction, imagination and 
evaluation". ( P.4 ) 
It was felt that the similarity In what had been observed In 
Tasmania with what was known about the discourse In the school system of 
N.S.W. (Perrott 1985) and other school systems (Edwards and Furlong 1978), 
made it possible for a comparison to be made using the same analytical 
methods on the drama sample that were used In the non-drama discourse. 
This would enable the drama data to be compared and contrasted 
with the non-drama sample In such a way that any differences in the 
discourse structures should become evident. 
The focus of the drama sample was much narrower than the 
Tasmanian analysis and concentrated only on the speaking/listening area of 
the material collected. (See Appendix Four for a summary of the Tasmanian 
Primary Language Survey results). 
However, the methodology used In collect Ing the data and the 
availability of teachers to collect It proved to be more difficult to organise 
than was the case of the comparison study. This occurred because the 
relatively few teachers who were using drama in their classrooms were 
spread over a wide geographical area. The use of cassette tape recorders 
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and video recordings overcame the problems inherent In the physical 
distances, but produced a large, undifferentiated amount of raw data. 
This data was then examined in a general way for recurring features 
which were classified as emergent themes as they became apparent. These 
techniques are similar to those used by King (1978) and Halllwell (1981) to 
develop a coding system based on themes Identified In the collection of 
data. 
The coding system was used for prelIminary separation of the data 
so the selected area could receIve more detailed analysis. The drama data 
appeared to fit broadly Into four main categories that appeared 
sequentlally wIthin the lessons, these consisted of: 
1. The Planning - there was evidence In most tapes of discussion 
between teacher and pupils as to the topiC, situation and roles within the 
drama. This usual1y occurred at the beginning of the session but also 
occurred at the end of sequences of activity within the lessons. 
2. The 'In-Role' activity - this usually Involved the teacher and 
pupils In role. They Interacted In Imaginary situations and talked "as If" 
they were someone else. This actIvIty was punctuated by periods of return 
to the classroom frame of meaning with the teacher and pupils reverting to 
classroom dIscourse which often Included further planning or reflect Ion on 
what had happened. 
3. Teacher role-controlled actlYity - this also appeared as a 
feature of the sample and consisted of more theatrical elements wIthin the 
lessons. The pupils stayed within the drama frame but the teacher moved 
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into a more structuring role by organising non-naturalistic moments of 
theatrical focus such as frozen images, spoken thoughts of the participants 
and demonstration improvisations within the drama. In some cases the 
teacher remained as a quasi-role partly within the drama frame and 
adopted aninterrogatory questioning technique more characteristic of 
traditional teacher talk. 
4. Reflection on the drama - this often occurred at the conclusion 
of the drama and included small group informal talk as well as teacher led 
discussion. It also occurred at the start of some lessons as the pupl1s 
recalled the decisions they had made in previous episodes. Reflection did 
occur within the 'In-role' and 'role controlled' themes often at a high level 
of hypothesizing within the 'In-role' category. The essential difference 
was that in the general reflection phase both teacher and pupils remained 
firmly in the context of the socially prescribed conventional classroom 
interaction mode. 
Of the four areas identified within the data, it was decided to 
concentrate the analysis on the "In-role" activity where the language of 
pupils and teachers seemed to indicate the most pronounced shift from the 
more conventional classroom discourse of the non-drama sample. 
In this sample it was essential to consider the discourse produced 
as a co-operative venture, with the teacher and pupils contributing to the 
maintenance of the drama. Consequently the analysis of language would 
need to apply to the discourse produced by the teacher as well as the 
pupils. 
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The criteria applied to the selection of this language were; 
* context - is the situation or environment imaginary (as 10? 
* role - are both the teacher and pupl1s behaving and talk1ng from 
the viewpoint of other people? 
"Role" in this sense does not mean the adoption of a full theatrical 
character. This difficult art is the preserve of the trained professional 
actor. Role in Drama-in-Education is at its simplest level the adoption of a 
single attitude which allows the partic1pants to speak and respond "as 1f" 
they are the personae they have assumed for the period of the drama. This 
framed behaviour is closer to Brecht's concept of role than it is to the 
acting conventions of the naturalistic theatre. 
As a drama progresses the teacher may use a range of theatrical 
techniques to deepen the pupils commitment to the drama and consequently 
encourage a more complex role identification. These speCific techniques 
are discussed in detail in chapter eight. 
Once selected, a representative sample of the data was transcr1bed 
for further analysis. Wtthin the one sample the teacher often played more 
than one dramatic role. The pupils also took on different roles within the 
one sample. A typical case is the drama "The Medieval World" discussed 
In detal1 later, where the pupils are tn role as modern day archaeologists 
early in the sample, then as medieval peasants later 1n the drama. In such 
cases, two or more pieces of "In-role" discourse were analysed and treated 
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as one sample. This was done to provide a more representative spread of 
the "In-role discourse produced by that specific class and teacher. 
Because of the episodic nature of the produced texts and the 
extended nature of the sample necessary to gain a representative example 
, I 
of both pupils and teachers discourse, the number of words analysed in each 
sample was much higher than that of the Primary Language Survey. The 
survey concentrated on a passage of three suc~esslve sentences agreed to 
be representative of the speech of either teacher or pupil. 
The drama sample ranged from twelve to sixty three sentences per 
sample, depending on the length of the episode and the variation In 
teacher/pupil speech. As each sample was tabulated as a percentage before 
comparison with the Primary Language survey, 1t was felt that the increase 
In accuracy this larger sample displayed would be an advantage in the final 
result. 
The following text taken from an audio taped subsample (see 
Appendix Five) shows three of the themes that emerged from the data 
operating In clearly defined ways. 
Poor and Dispossessed: Tape No: 83: 16 
( Pre-drama planning session,teacher and puplls discussing the 
context of the drama) 
T. Whafs their major problem? ..... Ian? 
PI Their girlfriend ran away from them. 
T Yes, so what are they going to do? Yes? 
P2 They're lonely and they're poor. 
73 
T They're lonely and they're poor, yes? 
P3 And they might sort of go to a home or they don't want to be 
broken up an that. 
P4 They don·t want to go to court. 
T Yes Tanla? 
PS They might not trust their uncle and aunt very well yet. 
T Uh huh, yes Tony? 
P6 They have nt got a jOb ..... 
T Yes. 
P6 To earn enough money and they are l1vlng In a house on their own. 
PS Yeahl 
This planning session extract shows the teacher and pupl1s working 
within the social context of the classroom. The teacher Initiates an 
Interaction by asking an open question, he then nominates a pupil to reply. 
The pupil's response, although In sentence form, Is fairly minimal. The 
teacher then follows up with an evaluation and another Initiation. The final 
"yes" In this first sequence, "yes, so what are they going to do? Yes", Is his 
acceptance of a non verbal bid by a pupil (hands up) to answer his Initiation. 
The passage maintains the characteristic In1tlatlon, Response, 
Follow Up (I-R-F) symmetry explored In detail In Slnclalr and Brazil 
(1982), and clearly Illustrates the features of the "recitation" evident In 
much research on classroom discourse (Westbury 1973, Hammersl('11976, 
Harglt8ves 1975, Slnclalr and Coulthard 1975). 
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The second text from the same sample exhibits quite different 
characteristics and is typical of much "In-role" drama. 
Poor and Dispossessed Tape No: 124:00 
(Pupils in role as social workers ,teacher in role as cllent) 
PI (In role as social workers) We will give you a test and then we 
w111 know what type of job to give you. 
T (In role as needy person) What did you say? 
P I I said we will give you a test, and however good you are at the 
test we wll1 give you a jOb. 
T What do you mean a test? 
PI Like a test. .... 
T What does he mean when he says a test? What does he mean? 
P2 A test, If you don't do very good, you don't get a good job. 
T What sort of ,a test? 
PI Like, If you pass the test you can get a job. 
P3 A really good job, a really good onel 
PI But If you haven't passed whatever the number Is, you haven't 
passed and you don't get the job. 
T I can't read ....... 
P4 We'll teach you to read. 
P2 We'll have to get you another job then. 
P3 Which job would you like. 
PS Wait a moment, wait a moment, 
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P6 Hang on, hang on, sit down pleasel thank you. Would you like 
some food first and some water, and some drlnk ..... water mixed with drink. 
T My family is more Important to me ..... what? 
P6 We w111 get them straight away. 
P3 Do you know the phone number? 
P6 We don't need a phone number. We'll just find out where they are. 
What home are they in? 
The pupl1s initiate the interaction, thus allowing the teacher In role 
to seek confirmation of what Is being proposed. They then go on to offer 
their definition of the situation and propose a course of action. The strict 
I.R.F. symmetry of the classroom "recitation" does not seem to be operating 
in the same way as the first example. 
The discourse appears closer to that of casual conversation (Ventola 
1979) than that of classroom discourse, but nevertheless 1t Is consciously 
organised by the pa~'tlclpants In a way that appears quite distinctive and, 
as will be argued later, forms part of a characteristic curriculum genre. 
The third text from the same sample Is one of reflection on the 
drama. Here again, the teacher and pupils are working In the accepted 
social context of the classroom although in what appears to be a slightly 
more relaxed manner. 
Poor and Dispossessed Tape No: 207:00 
(Out of role reflective discussion on the drama) 
T Trevor, now what did you think about that? 
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P 1 I thought about a real old man, and he was really poor and didn't 
have a home or anything. 
T I see. 
P2 So did 11 
T Yeah OK - yes Wayne? 
P3 You didn't have a home, or you didn't have a phone number. 
P4 You had a faml1y but you missed them. 
PS You didn't l1ke phones. 
T Do you think that somebody in that sort of situation would miss 
their family. Yes? 
P6 Yes - you didn't want to tell us about your family and tried to 
avoid it. 
T Why do you think that might be lan? 
P7 Cause you felt under threat cause they might treat you bad and 
that. 
T Who might. 
P7 {Your family. 
P6 {The community workers. 
T Right, Les? 
P8 Uh, every time we asked for your phone number you kept on going 
on and you wouldn't tell us your phone number. 
PI He hasn't got onel 
pg Yeh, you wouldn't tell us your phone number. 
T Why do you think somebody in a situation like that might be a bit 
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re luctant to say anything about not having things? 
PlO You mightn·t want people to know your famlly. 
T Why not Mlchelle? 
PlO 'Cause you might think that they, the people who were trying to 
help you might think that they didn·t trust you or anything. 
T I should think that would be quite likely that they wouldn·t.. ... Yes 
I can see what you mean. 
P 11 They might go and get angry on them. 
T Kathy. 
P 12 You are embarrassed about the way your fami ly looks and about 
being poor. 
Ps Oh yeah! 
The teacher first nominates a pupll then Initiates a quest ion. The 
pupil responds directly and In a very literal manner to the query. The 
teacher follows up with a neutral evaluation, Indicating that he will accept 
further answers to the same question. He responds to the unnominated 
explanation of support for the first speaker with an acceptance and then 
closes off the second speaker "Yeah, OK - yes WayneT 
The teacher then acknowledges a bid to provide a further answer and 
three pupils take the opportunity to do so. The teacher then goes on to 
another initiation. This sequence continues until Kathy sums up what 
appears to have been the motivation of the teacher during the "In-role" 
drama segment. This Is perceived as appropriate by the rest of the class 
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with their final group expression of "yeah". 
It is interesting to note the use of the second person pronoun "you". 
When the pupils are referring to the teacher in role as the needy person. 
This is an indication that the shift from the drama frame back to the 
classroom context has not been completely successful, and although the 
teacher indicates that he is referring to the role he adopted in the drama as 
a representative of a type of person in need, the pupl1s continue to reflect 
in terms of his actual involvement. The teacher has failed to clearly signal 
to the class that the framed "In-role" drama p~riod is over and that the 
normal classroom context is again operating. When p3. Wayne says, 
"You didn't have a home, or you didn't have a phone number: 
the teacher needs only to specify that he too can talk about the old man in 
the second person. This would make It clear to the pupl1s that it Is the role 
they are discussing not the individual. To shift the frame the teacher only 
has to say, 
"Yes, he did seem rather confused about his address and concerned 
about his family." 
In many other cases this move into discussion and reflection was 
very clear (Appendix Five: Zybons 16.46; The Early Days 16.24; et a1.) 
An example of In-role drama that shifts towards teacher role-
controlled drama can be seen in the extract Tape No: 96:28 from "The staro 
People"( See chapter 11. for a complete analysis ), where the teacher is 
structuring the event from within the drama. 
This extract is a culmination of earlier improvisation and In-role 
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work (see Appendix Five) from the same sample. It takes the form of a 
presentational drama with all pupils and the teacher being both spectators 
and participants of the action at different times. It is unusual In that the 
audience of the improvisation is in role in a way quite unlike straight 
presentational drama or theatre. 
It is also notable for the way the teachers intervention for 
dramatic effect is used to heighten the experience for the pupils 
participating in the drama. The elements of the theatre are utll1sed, In 
this case sound (the drum beat); focus (careful placement of groups); pace 
(slowed ceremony) and symbol (the use of the three objects), can be seen as 
techniques that are employed. 
In terms of the discourse, the words that the pupils use are crafted 
in a poetic form to convey the meaning of the ceremony. They take on a 
universal quality of concern about the community, the nature of survival 
and of sacrifice. 
The teacher, while participating as an In-role observer, Is actively 
concerned with structuring the event for maximum effect. This Is clear 
from the opening initiation and the subsequent Invitations for each group to 
come forward. The teacher. Is very much In control of the Interaction, but 
unlike the normal classroom context is primarily concerned with a 
co-operative resolution of the ceremony rather than an appralsa1 of the 
pupils' contribution. This intervention of the teacher from within a role In 
the drama Is closer In language strategy to the normal control of 
Interaction within the non-drama classroom, yet Is separate from It. 
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In conclusion it was felt that three of the main categories outlined 
for the drama sample showed sufficient variation in discourse structure to 
be considered as discrete forms of language interaction. 
The Discussion and Reflection categories which exhibited the 
. 
characteristic asymmetrical power relationships of much classroom talk 
were most clearly marked off from the In-Role and Role-Controlled texts. 
However the distinction between the In-Role and Role-Controlled discourse 
was somewhat less easy to determine. This was partly a result of the use 
of audio-taping where the extra-linguistic semiotic context was not 
available for reference and partly the result of the operation of the 
unspoken intertextual references of all classroom communication. 
The specific difficulty in determining the dividing line between 
, 
these forms of discourse occurred because the teachers Role intervention 
in the drama appeared to operate as part of a continuum ranging from overt. 
comment to undetectable subtext.The final distinction between these two 
categories remains unresolved. However overt examples of teacher 
role-controlled text were easy to recognise. The two most common markers 
were the use of the pupils real names by the teacher (See appendix eight; 
Mr RiakJ and the use of the interrogatory question format. 
What did emerge was that in themic terms the In-Role drama 
discourse appeared to be quite different in structure to the conventional 
Non-Drama classroom verbal interaction. Therefore It was decided to 
concentrate the analysis on a comparison of these two distinct teaching 
methodologies. 
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CONTEXT OF SITUATION AND ITS RELATIONSHIP TO SEMANTIC MEANING 
50 first we are saying, "can you wear somebody else's shoes?" 
And, rather than treating knowledge as something mechanistic to 
look at; "something over there" instead say, 
"when I wear someone else's shoes the lenses in my eyes change and 
become the lenses of Now" 
Not, "wouldn't 1t be interesting if we were in Mexico?" 
But, "we are in Mexico." ... ln a social encounter. And straight away you 
have a very different negotiation to make. 
Dorothy Heathcote 1983. 
As has been noted In earlier chapters it is clear from much recent 
research (Halliday 1985) that every utterence in a text is multifunctional . 
This is not simply to say that each part of an utterance has a different 
function. Rather the whole text must be examined from different 
perspectives simultaneously so that each angle reveals a part of the total 
meaning contained within it. 
The functional theory of grammar explains the fact that "diversity 
of usage" may be shown to be "reduced in the inter.nal organisation of the 
adult language system - in the grammar in other words - to a very small 
set of functional components." (Hall1day 1978). This "small set of function 
components", the 'ideational', the 'interpersonal', the 'textual' (the 
macro-functions of language as outlined by M.A.K. Halliday) offers a 
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classified system of choices. This cah I be seen as the semantic potential 
of the language, against which it is possible to interpret the language 
choices made by the puplls within the drama. 
Halliday establishes that the elements of the semiotic context of 
social reality (the field, tenor and mode) determine a selection of options 
in corresponding components of the semantic system (Halliday 1978). 
These simultaneous strands of experlental, interpersonal and textual 
language are embedded in the social context and go together to make up the 
text. 
Because the analysis of the language sample explores the ability of 
the drama frame to change the communication patterns and thereby the 
content of the text, the Ideational function of language expressed through 
wording of nominal groups becomes the relevant focus. 
However, as 2111 three macro-functions are intertwined, 
" .... any element is likely to have more than one structural role 
like a chord in a polyphonic structure which participates 
simultaneously in a number of melodic lInes."(Halliday 1973, p.42). 
With this in mind it Is for clarity that the following divisions are 
made Into the three metafunctions of systemic grammar. 
1. The field of discourse determines the selection of the 
Ideational function and this Is expressed In the semantics. The 
term "experiential" sometimes used in the descriptions Is 
simply the Ideational metafunction minus the abstract logical 
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component. 
2. The tenor of discourse determines the selection of the 
interpersonal function and this expressed in the semantics. 
3. The mode of discourse determines the selection of the textual 
function and this is expressed in the semantics. 
This third element makes the language form relevant to the 
individual and the situation. It expresses the place that is assigned to the 
text in the total situatlon and has an enabling function in relation to the 
other elements. It is in combination with the textual function that the 
experlental and Interpersonal meanings are actual1sed. 
All three functions are present simultaneously and as Halliday notes; 
" ..... an utterance usually embodies an element of content, 
'this 1s what I have to say'; an element of speaker's 
Involvement, 'this Is where I come In'; and a third 
element, 'this Is the kind of message I want'." 
(Halllday 1970) 
It is this combination of functions which gives the utterance the 
status of text. 
There is one further classification that must be made before the 
range of language used within the drama framework can be examined., 
Each of the language functlons is reflected as a network of options 
available to the speaker in the lexlco-grammatlcal system. At the level of 
analysis of meaning that is to be pursued, le; the clause and above, the 
Ideational function Is represented by wording and the system of 
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transit iv1ty. 
The Interpersonal function is represented by Mood and Modality and 
the Textual function by systems collectively called "theme". 
The following diagram (Diagram 1) summarises the points made In 
this explanation of one aspect of Halliday's soclo-semantlc exploration of 
language functions. This grid of functions Is an attempt to synthesise the 
essential elements from a number of Halliday's articles (Carroll 1980a). 
Diagram 1 
Component of F unct iona 1-Sement Ic Realization In the 
social context component through Description network of 
which typically grammatical systems 
reaUztlf 
1. Field Whet Is~lngon Naming, 
(Social Process) I cE8tl onel ( LanguSJe as con- TransItivIty. 
tent & reflection) 
2. Tenor (Social Who Is taking part Mt:XXI end 
Relationship) Interpersonal (Language as action) Mroal1ty 
3. Mode How are meaninos Theme, 
(Symbolic Textual exchanged ( Language C'A>hesion 
Organization as texture) 
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As can be seen from the above diagram, the relation of a text to its 
context of situation and the components of meaning that make it up operate 
in a systematic way and are not merely an idiosyncratic collection of 
elements for a particular text. They are general features for all texts and 
this contributes to the hypothesis that certain forms of drama discourse 
can be categorised as a specific language genre. 
Because the focus of the enquiry is an attempt to see If the context 
of situation is altered by the use of In-role Drama language, the Ideational 
function, the learning or thinking function of language, will become the 
most significant area of investigation. The choice of wording by both 
pupi Is and teachers should show if the constant authority of the teacher as 
expert in maintaining comprehensible talk (Edwards 1978, p.155) has been 
altered in any way. 
In an examination of the drama texts to see what Is the most 
obvious variation in the context from that of the traditional classroom, a 
focuS and foregrounding of the Ideational meanings, the transitivity and 
naming processes of the lexical selection within the field of discourse 
would seem to be most useful. 
It is with this background of Functional Grammatical analysis in 
mind that the computer analysis of nominal groups within the drama texts 
was evolved. The aim was to provide a wider scope for the interpretation 
of the drama sample when compared to the earlier work on traditional 
classroom interaction carried out by G. Little for the Tasmanian Education 
Department (1980/81). 
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However, it is not implied by the analysis that the totality of the 
Ideational meaning 1s carried in the lexical system. The lexis is an aspect 
of the transitivity patterns that operate in the grammar and this can be 
seen in the types of processes that are embedded in the text. 
In this study, to enable the comparison to be made with the work 
carried out in the Tasmanian study there is a focus on the Ideational 
function of language which concentrates on the concrete or nominal group 
aspect of the field, rather than the transitivity or verb form. 
Of course the computer analysis cannot show what it is about 
individual meanings which leactto a specific choice. This is unpredictable, 
a function of the individual and dependent on personal1ty and background. 
However, how the meanings are made in the context is predictable and this 
should show up in the analysis. 
It has been observed (Carroll 1980c) that a pattern of behaviour 
applies in "In-Role" discourse. The drama frame allows the participants in 
the teaching-learning activity to operate together with a high degree of 
cooperation and comprehension. Both teacher and pupils learn to operate 
and manipulate the language conventions that are essential elements in the 
success of "In-role" drama. 
In "learning how to mean" (Halliday 1975) within the drama frame 
the pupils learn how to construct discourse appropriate to that situation. 
They learn how to construct and comprehend the particular generically 
specific semantic potential of drama. They also learn how to recognise 
the patterns of interaction within the discourse and how to make sense of 
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it. 
It is this correlation between the features of the drama text and 
the features of the context of situation that justifies the analysis of the 
situation and the linguistic components of 1t in terms of the Ideational 
Function of systemic grammar. 
The context of situation, the classroom interaction between pupils 
and teacher, is itself dependant on the "context of culture". The school is 
an institution in the culture; with the concept of education as distinct from 
everyday knowledge, the notions of curriculum and "school subjects", the 
hierachy of the Education Department and so on, all contributingto the non 
verbal environment of a text. In a sense these notions play a part in 
determining the text, they help stress the predictability of the text from 
the context. -r 
As noted earlier (Edwards & Furlong 1978, p.57), the relationship 
between text and context is a dialectical one. Text creates the context in 
the same way as context creates the text. This element of interte>tlJa1ity. 
exists because each lesson is bui It on the assumpt ions of earl ier lessons. 
This school contact is always present as part of the sub-text of unspoken 
cross references which may be largely invisible in day to day interaction. 
The teacher's central place in the interaction is not something that has to 
be made explicit (Edwards & Furlong p.96) in usual classroom behaviour. 
However in Drama the intertextual assumptions are made highly 
explicit and In fact negotiated with the class so the teacher can, by the 
assumption of a dramatic role, change the social context that is operating 
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inside the class for the duration of the drama. 
To make this rather abstract relationship between context and 
semantic meaning clear the following drama text taken from a videotape by 
Dorothy Heathcote ( 1973 ) is used as an example (See Appendix Seven for 
complete text). 
Dorothy Heathcote: The Making of History. Extract from Day 4 
(pupi1sin role as stonemasons, carpenters workmen, villagers and 
vicar. Teacher in role as work foreman) 
P (in role as vicar) Which one of you wants to see me? 
P We all do. 
p -yeh - (inaudible) 
P We'll have to shift it, this rock. 
P Yeh, the salt then ....... 
PIt's rotten. 
P What rock? 
P Then it can stay there, that altars not getting moved. 
P This church, it's very damp. 
P You're here to repair the roof not to shift an altar. 
P You don't want your roof fallin down through not well, we will 
have to move it under .... 
P The roof can fall down - that all the same. 
T (in role as foreman) Now look here Sir. That roof can't fall 
down, in my contract I promised you I would free this Church of 
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wood rot and wet rot.. .... 
P {Without moving an altar 
T {We have freed your Ch ..... . 
T Well I agree there, now we've freed your Church of woodrot the 
timber up there is sound and I can trust my men to have done a 
good job, I mean most of them have been with me for 20 years. 
P They why have ....... 
T The trouble is we have found wet rot. 
P Then it'll just have to stay. 
P Yeah an all your Church will be ruined, you want to k.eep your 
Church nice don't you? 
P Let us move the altar and we'll put it in perfect order. 
P Let you move the altar? 
P Yeah 
P Yeah 
, 
P You'll put it back in perfect order? 
P We're only going to shift it Mister. That's all we want to do. 
P An we'll put it back. 
P How do you know the roof will fall? You don't, you're just 
guessing. 
P Can't you see, look at the wood. 
T We're not guessing, we've been working 1n Churches for twenty 
years, I've built my business up on a good reputation. 
I'm telling you, in another twenty years, it may not affect you as 
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vicar, you may have shifted, but these men I trust, and they say 
its too far gone to leave. 
Now, a 11 right, your roofs repaired but that's ho 1ding your roof up. 
This is one of the big main arches. 
p There 1s woodwork all over the building. 
T (inaudible). 
P You should have independent girders instead of those old pillars. 
P I don't want girders in. 
P Look much better, it's more modern. 
P The fact that we've been sent here .... 
P To repair the roof that's why I think you've been sent here. 
P To repair your Church. 
P No. 
P Not to move my altar and to put girders where you want to put 
them. 
T No welL .. 
P Well, if we don't move that altar you won't have a room. 
P We will've just been wasting our time. 
P Then what's up there? 
Tits, that's OK up there and the girders we've had to put in we've 
disg~ised very well. 
I've got some good stonemasor6here. I've got some good carvers in 
wood. 
You can't tell your new angel from your old angel up there. 
And in a few years when it's weathered it'll be dammed 
. 
good .... but.. ... 
if your arch falls down, what you gonna do? 
T This is our worry Sir, we're only to do a decent job. 
P Ii'd be a waste of time. 
P It's our living, we know what's wrong with this Church. 
P And how do you then -
P (inaudible)....new side, there's holes around it. 
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T Do you have to consult anybody, is there anybody you can consult 
about it? 
I promised this job would be finished by tomorrow ..... 
P And we'l1 have it. 
T ..... ready for Easter Sunday. 
P Well you won't get this tooked apart and your rotten wood out and 
put back together by tomorrow. 
T We wil1 if we work overtime. 
P An how much will you ....... 
T We got the timber outside on the lorry and everybody's behind me. 
P Go on, yeah yeah. 
p Take til1 Thursday to do that. 
T Well we'll work through to Sunday - double time. 
P If we don't start on the job now it'll take longer. 
PAye - an even ...... 
P We are even going to put a new pulpit in. 
P I don't care what you say, that altar's not movingl 
Sltuational description 
field: Framed Role Play - Drama in Education 
Mantle of the Expert and Role Techniques 
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One participant (vicar-pupil in role) verbally confronting rest 
of group (pupils, teacher in role as workmen) over right to 
shift sacred object (symbolic representation of altar). 
Tenor: Class and teacher interacting 
Pupll in role as vicar with high status (right to allow or 
disallow activity). Class and teacher as lower status 
(workmen). Teacher in mediating role as builder exercising 
authority over workmen but not vicar. 
Mode: Spoken language, publlc, argument and persuasion - material 
expertise in conflict with moral authority. Text is whole of 
relevant activity. 
As well as this situational description the text reveals various 
features of its context through components of the semantic system. In 
relation to the field the most obvious feature is the lexical selection of 
nominal words and phrases. There are lexical items expressing concepts of 
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Christianity (church ,Sunday, altar, Easter) and a further specification of 
the place of worship (arches, pillars, angel, pulpit). There are also 
references to physical decay of objects (wood rot, wet rot, rotten wood) 
and references to reconstruction (girder, stonemasons, carvers). 
The semantic meaning of the field of discourse is further extended 
by aspects of the transitivity patterns in the grammatical structure. These 
Ideational processes find expression in verb forms. 
A transitivity process reveals 'what's going on' in the discourse. Six 
transitivity processes may be identified: 
1. Action or material, ego He ran home. 
2. Mental, ego I believe your account. 
3. Relational, ego She1§. the Queen. 
4. Behavioural, ego He laughed aloud. 
5. Verbal, ego She spoke loudly. 
6. EXistential, ego There is somebody at the door. 
(Christie, 1985(3) 
The experiental meaning of this text can be expressed mainly 
through two kinds of process. Firstly the material or action processes 
realised in the verbal structures have to do with the request to move a 
physical object (shift, move, stay). This is allied to the physical 
condition of the church (repair, fall down, rotten, be ruined) and the work 
that has been undertaken (built, repaired), so on one level this text reveals 
a high level of material and proposed action. 
The second major transitivity process Is the mental process revealed 
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through verbal expressions of caring and concern (promised, guessing, don't 
care, trust). These expressions are representationsof a single kind of 
process in the language, that is, the kind of mental processes that can be 
verbalised. 
So while the field of discourse is ostensibly about material 
processes it also carries with it the mental processes of disagreement 
.which are realized through discourse in relation to the physical object (the 
altar). 
The tenor of the discourse is reflected within the Mood and Modaltty 
systems of the clause structure. The Mood system is composed of a 
network of choices which a speaker can select for himself and his listener 
between different speech roles (Berry, 1975). 
The Modality network expresses an assessment of the degree of 
certainty a speaker has about his statements. The interrelation between 
these networks can be seen in the following diagram. (Diagram 7. p.9S) 
At each finite clause there is a choice to be made between the 
indicative and the imperative. If the speaker chooses the imperative he 
will expect an action response. If he chooses the indicative, he will expect 
a verbal response. 
Remembering that this is a framed interaction, drama in a classroom 
which is operating as discourse within a discourse, the opening statement 
of the vicar ( Pupil in role), "which one of you wants to see meTtakes the 
form Indicative - Interrogative - Open. This taking of the initiative is an 
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Diagram 7 
A Mood end Mcx:Iolitv Network 
Indicative 
MOOD 
Clause 
acting as Finite 
Imperative 
Modalil y -+-Hodallly 
neutral 
Possible 
declarative 
Modallly 
'----assessed - ........ Probable 
interrogative - __ .. 
EICclusive 
Imperative 
Inclusive 
Imperative 
Closed 
Interrogative 
Almost 
certain 
Open 
Interrogative 
Elements: 
Mood: 
Modal ~ Proposltlonal element 
SUBJECT ,PREDlCA TOR complement 
and ADJUNCT. 
MODALITY; 
Validily 
Polarity 
'WW-funclion 
expression of role authority by the pupl1 and confirms the symbolic 
I 
representation of the classroom as the vicars church and his right to 
control what happens within It. His next statement; 
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.. then it can stay there, that altars not getting moved." 
takes the form Mood - Indicative - Declarative, Modallty - Neutral, 
which means we may conclude the speaker is certain of what he says 
and his right to express such opinions. The pupils in role as workmen 
have their own expertise but lower status in relation to the vicar's right 
to control the renovation of the church. This Is shown through their 
semantic choices such as, 
"you should have independent girders ......... 
which takes the form Indicative - Declarative, Modality-Assessed 
-Probable. This indicates the speaker has chosen a role for himself that 
leaves the decision making in the hands of the respondent. 
The teacher's role as head of the builders allows her to put the 
case and claim expertise in the area of building. However, the vicar is 
able to take the initiative and force the head builder to defend the 
workmanship of the team. She does so , 
T. Now look here sir, that roof can't fall down. In my contract I 
promised you I would free this church of wood rot and wet rot. ... 
P. ( Without moving an altar I 
T. ( We have freed your ch ....... 
The interesting point is that the vicar takes the spoken 
initiative by overiding someone already holding the floor. This Is a clear 
indication of the power of the role status that the drama frame has given 
him. This power is reinforced by the unstated but obvious interaction of 
two different reference pOints. The head builder's argument Is based on 
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the physical deterioration of the building and as the expert in this field 
there is no disagreement with his assessment. However, the vicar is 
arguing from a relfgious belief and historical tradition which demands 
that the altar remain untouched. The builders argue and justify the 
material case, while the vicar can reply, 
P. "I don't care what you say, that altar's not moving", 
which takes the form Mood -Indicative- Declarative, Modality 
-Neutral. 
This statement codifies the view that religious values are more 
important than the physical world. The vicar has chosen for himself the 
role that clearly signals he is certain of the truth of what he says and he 
has the right to express it. 
Finally the mode of discourse Is that of a spoken text, 
containing informal discussion and argument and a strong object theme 
based around the noun "altar". There is high lexical cohesion In reference 
to objects (roof, church, altar, wood rot, wet rot), as well as lexical 
cohesion in terms of processes (falling down, shift, moving). There is 
enipsis within the dialogue, modalised on the part of the workmen (it 
may not, you may have) and certainty on the part of the vicar. When the 
text is examined In terms of theme, some components of the 
lexicogrammar are hlghllghted. 
"Theme" in Engllsh Is indicated by its place in the language 
structure. It is the lexical meaning that comes first In the clause 
(Christie, 1985a) The teacher (in role) uses a range of textual themes 
including the following; 
and the girders ..... 
and in a few years .... . 
and they say its ..... . 
well we'll work through ...... 
now look here sir ...... 
-and they say ...... 
now all right 
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These consist of; (1) continuatives ego "now", "well", and (11) 
structural themes which are realised in conjunctions, ego "and". These 
help to tie the text together and are evidence of the teacher~ concern to 
maintain the flow of the drama. What is noticeable is how few they are 
and how they are delivered from within the drama frame. Most of the 
themic action in this text is in the area of Topical Themes operating in 
both group and individual ways. The following examples help to maintain 
the role identity of the group of expert workmen established in the 
drama; 
we have freed your church ..... 
-we will if we work .... . 
we got the timber .... .. 
we have found ...... 
we're not guessing ... .. 
we've been working ..... .. 
This sense of sol1darity with the group is possible for the teacher 
because her role allows for strong identification with the pupils. As 
well as the above group themes she personallses the conflict within the 
drama and upgrades the status of the workmen with the following 
individual topical themes; 
!'ve got some good stonemasons ..... 
!'ve got some good carvers ..... 
LPromised you ..... 
! can trust my men .... . 
! mean most of them ...... . 
I've built my reputation ..... . 
I'm telling you ...... . 
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Topical theme is usually the area assigned to pupils within the 
normal classroom interaction as they respond to the teachers initiation 
and questioning. Textual theme reveals who controls the discourse and it 
is interesting to note the contribution of the pupil in role as the vicar. 
Some textual themes in his discourse include the following; 
Then it can stay ..... . 
Then why have .... . 
Then it wilL .. 
----tiow do you ..... 
Then what's up ..... . 
And how do you ..... . 
And how much ..... . 
-
The use of, 
(1) conjunctive themes is real1sed in adjuncts ego "then", 
(2) structural theme is realised by conjunctions ego "and", 
"How" functions as both textual and topical In the sense that it is 
asking "what happened?" Nevertheless, it Is textual in that it Is an 
independ nt contribution to the text. 
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It is the pupil's ability to use a textual theme while in the drama 
that is significant. The Drama Frame allows the pupils to make an 
independent contribution to the direction the talk will take. This is not 
the case in most classrooms where textual theme is firmly in the 
teacher~ hands, since it is they who habitually control. the discourse 
(Christie, 1985a). 
In overall terms the mode is less grammatically complex than 
some spontaneous spoken language and lexically slightly denser, with 
fewer exophoric and anaphoric usages (this, that, it, the) than 
unstructured speech (Ventola 1979). 
This last point can be explained by the symbolic nature of the 
objects under discussion within the drama frame. There is no altar 
present, merely a school desk that represents one. There are no pillars, 
beams, arches, or girders at all. The verbal assertions stand for the 
presence of the objects and this is one of the characteristics of the 
particular language genre of "In-role" drama. The symbolically present 
but physically absent features of the drama have to be spelt out each 
time they are referred to in the discourse, so that the participants 
within the drama have a common frame of reference to enable them to 
maintain the interaction and cohesion of the drama frame. 
It can be seen from the above analysis that the context of 
situation is realised in functional components in the semantic system 
and within the text as genre. These connections are shown in the 
following diagram. (See over page p.l 0 1) 
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This single calibration for the values of Field, Tenor and Mode in a 
context of situation has been called a "contextual configuration" (Hasan, 
1985 P.99), and ultimately derives its significance from the relationship 
to the culture in which it belongs. 
In the case of the text under discussion, culture is shown in the 
diagram as the highest level of abstraction and represents the schools 
place in the wider frame of society. The two columns represent 
realisations and interconnections between aspects of the culture and 
language. 
Diagram 3. 
culture to Text 
Semiotic potential 
CULTURE 
----... Significant situattonal 
alues 
Semantic potential .... --_. All possible values of Field, 
Tenor, Mode. 
I 
Genre-specific --'-----... Context of situation specific 
semantic potential configuration of Field Tenor, 
(genre) Mode. (contextual 
configuration) 
(adapted from Hasan, 1985) 
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The semiotic potential of any text includes ways of doing, ways of 
being and ways of saying. These are influenced by, and influence the 
significant situational values. In the case of the classroom this has 
usually been seen as a rather closely defined set of options. 
As has already been noted, in all situations where spoken language 
is used there are rules which govern the rights of speakers. This is 
clearly evident in classroom talk where the regulative and instructional 
contexts are inseparably associated. The teacher has the right to speak 
whenever he wants to, while the pupils contribute to the discourse as 
they are allowed to. 
In many classrooms it has been observed (Edwards and Furlong 
1978) that the central focus of the interaction is the authority of the 
teacher as the expert. This continuous interpretative context contains in 
it the pre-supposition of teacher-knowledge and pupi1ignorance and 
provides a basis for much of the talk that takes place.( Edwards 1981) 
The talk of the teacher actualises the sodo-cultural relationships 
that are operating by defining who has the right to control the 
interactions that occur in the classroom. However, in this case the 
drama frame has intervened to temporarl1y alter the Significant 
situational values by providing dramatic roles to be assumed by the 
part i C i pants. 
One subset of the semiotic potential, the semantic potential, is 
encoded through the values of the Field, Tenor and Mode. The semantic 
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potential of this dramatic exchange will inevitably be woven into the 
text through the simultaneous encoding of the Experiental, Interpersonal 
and Textual meanings. This jh turn leads to a genre specific semantic 
potential for the text. 
In this case the discourse that is realised as text can be called an 
example of Drama in Education, operating In the specific technique of 
Mantle of the Expert Role, and is expressed as one unique calibration of 
the Field, Tenor and Mode. This technique can be thought of as a 
contextual configuration which represents a type of situation that can be 
repllcated. 
As is shown in Chapter Eight there are specific teaching 
strategies that can be employed to produce discourse which exhibits 
contextual configuration similarity and which therefore can be seen to 
attain genre identification. 
Obviously each text would contain at least two general kinds of 
meaning. Firstly there are those that are relevant as components of the 
individual message within the context. In the example chosen, the 
lexical items relating to the repair of the church and the shifting of the 
altar are unique to that drama situation. 
The other kind of meanings are those relevant to the structuring of 
the overall message form of the text within the genre. It Is here that the 
contextual configuration of the drama frame, by shifting the role 
demands of the participant into drama, allow us to make predictions 
about text structure. 
104 
This concept of contextual configuration is necessary for the 
examination of the text since 1t is not possible to claim that one 
individual element. say the Field will produce a specific element in the 
text. Indeed it has been noted (Hasan. 1978) that a combination of Field, 
Tenor and Mode might motivate the appearance of a single element in the 
text. It is the totality of variables that go to make up one configuration 
that enables the contextual configuration to be used to make certain 
kinds of predictions about text structures. 
If the discourse of a spoken text. the product of a genre and a 
contextual configuration is examined at the next level of delicacy, then 
diagram 3. needs to be expanded as follows: (See diagram 'Classroom 
Semiotic Context' over page p.1 05.) 
The term "classroom semiotic context" represents the simpl1fied 
version of the Culture to Text diagram referred to earlier in this chapter.· 
At the level of text the functional components of the semantic 
system can be divided into three areas that are realized in the 
grammatical structure. As previously noted. Ideational meanings are 
realized through Transitivity and nominal groups. Interpersonal 
meanings through Mood. Modality and Person, and Textual meaning 
through Theme and Cohesion. 
It is in the area of Ideational meaning and specifically the study of 
nominal forms (noun phrases, nouns and pronouns) that the data collected 
from the drama sample can be compared with the best available data 
base (uttle, 1983) concernfng the language use of teachers and pupfls in 
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primary schools in Australia. 
Diagram 4. 
CLASSROOM SEMIOTIC CONTEXT 
Genre ..... ~ _________ • Contextual 
Configurat ion 
~ 
Text 
~\~ 
Ideational Interpersonal Textual 
/ \ \ \ 
Nominal Transitivity Mood Theme 
Groupings Processes Modality Cohesion 
The focus on the Ideational meta-function and the nominal group 
structures within it will, enable any shifts in the control of knowledge or 
"ownership of the interaction" (Edwards and Furlong 1978 p.24 ) as 
expressed in the verbal initiation of content areas within the discourse 
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to become apparent. The differences in lexical choices made by the 
teacher and pupils within the drama should indicate the extent to which 
the verbal initiative in instigating discourse has shifted away from the 
teachers usual control of the context. 
However before this is considered in detail, an explanation of how 
the Drama Frame 1s established in a classroom needs to be made. 
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THE DRAMA FRAME 
If you have a great play what begins to be seen? A commona1ity of 
meaning for many people. If you take Ibsen for example; say, "A Doll's 
House", you think you are dealing with private affairs but, as with all the 
great plays the private characterisation and the specific characteristics 
of the plot are always about massive concerns that are universals. 
Dorothy Heathcote 1986. 
( unfubh~e.d Inte\''\I\ew) 
To enable drama to work within the classroom the frame of 
reference that is being used must be made explicit by the teacher. This is 
because the "interaction frame" to use the term from Barnes & Todd (1977, 
p. 103), has to be altered in such a way that that the teacher/pupil 
interaction no longer appears to conform to the accepted role context 
which usually operates within the classroom. This shift in the semiotic 
context must be clearly signalled to the pupils so that they are aware of 
the nature of the interaction they are involved in. These negotiated 
interpersonal interactions of the drama are quite different in role terms 
to the real1ty of the classroom context and tttpuplls must always be clear 
whether it is drama or reallty they are involved in I 
This acceptance of a dramatic frame and with 1t the assumption of 
dramatiC role must be negotiated by the teacher with the class before any 
drama can take place. This is because the classroom interaction in drama 
alters the familiar premises of communicational context and role 
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expectation which operate in the classroom in quite specific ways as 
outlined in the later section ·Context of Situation and Classroom Language 
Genre," 
The distinctive feature of classroom interaction, the teacher in 
central control of the communication network as well as the social 
context in which it is embedded has to be seen to be altered if drama is to 
occur. The pupi(s expectations about what constitutes acceptable role 
behaviour from the teacher and what is considered acceptable classroom 
role behaviour for themselves have to be modified to allow a new 
interaction frame, the "Drama Frame" to operate. 
The essential element for success in establishing the Drama 
Frame is the use of the ·once remove". This is a distancing of the pupi Is 
from the role expectation and teacher control of communication within the 
learning context. In the drama classroom the pupils enter into the role of 
behaving "as if" the drama context were real. It is a teacher-provided 
" framework based on a common "willing suspension of d''JbeIIQf. This "once 
remove" from the classroom semiotic context is achieved by building into 
the drama framework what Boal (1981) calls Metaxfs. 
This is seen as a mental attitude, a way of holding two worlds in 
mind, the real and the dramatic fiction, simultaneously by a participant 
within the drama frame. The meaning and the value of the drama I· in 
the interplay between these two worlds; the real and the enacted. In the 
following transcript from the drama Metro-Media, this double focus can be 
seen to be operating. 
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Appendix Five: Metro Media Tape No: 96:28 
(Out of drama discussion) 
T. Do you want to make a decision as a class now? What would you 
l1ke to happen next? 
Pt We'll see George! 
P2 Yeah .. 
P3 Yeah 
T. Is that what you'd llke to see? 
Pt Yes 
P4 Yes, we'd ask to see George. 
T. That's what you'd like to happen next. 
Pt .... To talk to, and give In to us. 
T. OK - well this is the last.. .. 
PS (inaudible). 
T. Did everyone hear that, Is that agreed. 
PS Yes I 
It is clear that the children are actively construing the world of 
action by treating it like an object as well as seeing it as being something 
to experience. 
They make the decision outside the drama frame about what they 
want to happen next, and that is to meet a role; 
P 1 we'll see George I 
As we11 as determining the outcome of the meeting they expect him, 
Pt. To talk to, and give in to us. 
So in this sense they are treating the drama as an Object with a form 
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~Qr-d 
which they can manipulate. However they are also eagerly lookingl\to being 
involved in the experience. They intend to use their powers of argument 
and persuasion as well as their collective power to withhold their labour 
to force a successful resolution in their favour. With the teaCher's active 
encouragement they are both structuring the art form of the drama and 
simultaneously enjoying the experience. 
In a later text from the same drama (Appendix Five) the pupl1s are 
in role as Journalists using a chalk box for a tape recorder. They are 
aware both of the box as a box and its symbollc function as 
representative of a tape recorder, and even further, when using a real tape. 
recorder they are aware of the distinction between a tape recorder and the 
"journa1ist's tape recorder". The "tape recorder" of the drama is framed 
differently to the tape recorder in the real world. 
This sense of distancing or "verfremdung", to use Brechts term, 
from the normal classroom context is essential if drama 1s to happen. 
Those invoved in the drama context need to be participants within the 
framed activity and at the same time spectators of their own 
participation (Carroll 1986). Of course for the pupils this theoretical 
insight rarely reaches the conscious level. However the teacher must be 
aware of the balance that has to be maintained. As the drama is carrying 
the educative possibility, the most significant element is the pupils 
learning not the overt demonstration of role identification. 
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Within the context of the drama framework, this distancing is 
necessary for the participants as It provides them with a perspective on 
their own involvement in the action. It begins to operate for the pupils 
when they identify with the teacher's hypotheticallanguage mode which 
establishes the framework. By behaving "as if" rather than "it is", the 
pupils can become sufficiently removed from the sltuation to feel 
protected and sufficiently involved within it to use their own "action 
knowledge" (Barnes, 1976.) of the world to deepen their understanding of 
it. 
This holding of two worlds in mind at the same time can be seen 
as the central dynamic of the imaginative act (Bolton, 1984 p.162). In 
theatrical terms actors have been called 'productive schizophrenics' 
(Heathcote 1984.) and It is this ability to project truthfully another life 
that provides the power and vitality of the theatre. 
Actors consciously construct a role around a script whereas in 
Drama-in-Education the pupils respond in role to the unfolding context in a 
far less conscious way. They are working at a level of feel1ng response 
rather than technique. They do not face the pressure the actor feels to 
project to an audience an external representation of an inner experience 
that is to be vicariously shared. The convention of the drama frame al10ws 
the pupils to be both actors and audience at the same time so they are able 
to respond "as If" the events of the drama are occurring in the present. 
The "once remove" of the dramatic frame is represented in the 
QI'\ 
following extract by a dramatic convention, the miming of" imaginary 
telephone,and the dramatic dialogue that accompanies it. 
Appendix Five: Metro Media Tape No 98: 12 
( Teacher in role as editor, pupils in role as reporters) 
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T. Teacher in role- on telephone) All right then ... so you don't think 
we can run the story then. 
( Teacher turns to pupils) 
T. Ah, the lawyers have just said they don't think we can run the 
story, we haven't got enough proof. I mean, have you people since 
I've been out. .. 
P 1 {That's only lawyers ... 
P2 {What about all the money that goes down the drain then? 
T. Look, look, I'm not worried about that, yes sorry .... 
P3 {It's a whole day~ work we just got scrapped. 
P4 { It's our, our ... al1 that work 
Ps { (inaudible) we went... 
T. I know ... Look I'm sorry about that. 
P4 All that work we went through. 
PS It's our story so if we get in gaol for it it's our fault, not yours. 
T. No, but you see the responsibil1ty 1s mine. I mean you're in 
my employee so, I reallse it's a whole days work down the drain but 
I mean, we can't run stuff, that's defamation ... 
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PS Yes we (inaudible). 
P3 {What should we want to do that for ... 
P6 (It's our story and we should have, and if we want to publish, we 
should be able to. 
This dramatic convention of an observed telephone conversation 
allows the puplls to feel sufficiently distanced from the real1ty of the 
classroom semiotic context and at the same time p~otected enough to take 
the initiative wah1n their assumed roles as reporters to question the 
decisions being put forward by the. teacher in role. 
This verbal initiation, denial, rejection and follow up by the pupl1s 
is not part of the normally accepted classroom teacher/pupil relationship 
and reflects their response to the role status that 1s real only within the 
drama frame. The operation of the "as if" that allows these roles to 
occur, can be seen 1n the fo1Jowing diagram. (See diagram, Classroom 
Semiotic context over page p.II4.) 
This diagram is an attempt to represent visually the connection 
between the classroom semiotic context and the language produced within 
the drama framework. 
The classroom semiotic context at the top of the diagram 
represents a simplified version of the "Culture to Text" d1agram 1n Chapter 
Seven (p.1 0 I) and it represents language operating as a social semiotic 
w1thin the conventional non-drama classroom. 
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Diagram 1. 
/CLASSROOM SEMIOTIC CONTEXT\ 
Genre .. .. Contextual 
Configuration 
Discourse within 
TEXT 
However, by actuallsing the "once remove" of the Drama Frame 
through the specific language genre of drama and the enactment of a 
symbolic contextual configuration, the discourse produced takes on the 
Quality of metaxis. What occurs is an interplay between the actual world 
of the classroom context and the fictitious world of the Drama Frame. 
The distinction between being a spectator or a participant in the 
activity becomes part of a continuum that shifts radically 
depending on the dramatic convention that has been established. 
By negotiating the drama frame the teacher helps the pupils to 
become partiCipants in the activity, whilst still allowing them to retain 
their conscious abillty to reflect on their actions from within the 
, 115 
framework of the spectator role. They are able to manage this duality 
because they are protected by the "once remove" that only the drama 
framework provides. 
They are ablel because of the "no penalty" area of drama, to take on 
the attitudinal role provided by the contextual configuration whl1e 
remaining partially spectators. They are given the protection of role 
legitimisation to explore the learning problem as participants within the 
drama, using the whole range of knowledge and language strategies that Is 
avai lable to them. 
Puplls can also leave the roles they have created and examine 
their actions with a "detached evaluative response" (Brltton 1971), that 
leads them to an enhanced understanding and awareness of themselves and 
the topic they are investigating. 
They become capable of taking a stand on an issue and then giving a 
view on their understanding of it. This "detached, non-operative 
evaluation" (Harding 1937) as a spectator is much more accessible than is 
normal in the classroom, because the framework of the drama provides the 
protection and time to consider the consequences of their potential action. 
The drama frame frees the pupl1s from the pressures of conforming to the 
social constraints and control of knowledge exercised by the teacher 
outside the drama framework. 
The area of reflection available within the drama framework 
allows the individuals to operate "directly on their representations of 
real1ty" (Britton 1970) andl therefore, to control their own learning in a 
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way that would otherwise not be open to them. 
The drama framework provides a clearly defined, penalty-free 
area where pupils can "extend and enrich their predictive capacity" 
(Britton 1970). As Dorothy Heathcote makes clear, by encountering the 
present tense of the drama frame, and the productive tension that is but lt 
into the structure the pupils extend their range of language initiatives by 
overcoming the problems they encounter within the drama. 
Further than this, they are able, because of the "once remove" of the 
drama framework, to reflect on their experiences, and become aware that 
a new area of language and action is open to them. 
In the already cited Metro Media (98: 12) video tape extract, the 
"once remove" of the drama frame is represented by the dramatic 
convention of role. The pupils are in the expert role as experienced 
journalists, while the teacher is in role as the office manager/sub-editor. 
They are protected in their roles in symbolic and spatial terms by 
the arrangement of the desks in "departments" of Video, Radio, and Print. 
They have large signs, name tags and layout sheets of their work, a11 
operating as dramatic representations of their new status. The teacher's 
status as a functionary of the organization encourages them to use their 
own language strategies to express their disquiet at the way the "News" is 
being handled. 
This role assumption encourages them to think from inside the 
responsibility of the situation, to reject rather than be directed by the 
teacher's frame of reference. The pupils concern with the problem is 
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perceived primarily in interactional affective terms rather than being 
seen by them as a cognitive task that has to be solved to satisy teacher 
requirements. 
The aesthetic meanings they feel are embodied within the action 
(Langer 1953), even though they are expressed within the text in physical 
terms such as, 
"Fifty dollars worth of batteries gone" (Metro Media 98: 12), 
That they understand the importance of the problem 1s clear, as the 
foJJowlng out of drama discussion shows, 
Metro Media (out of drama discussion) Tape no: 99.15 
T. So we are going to have some people who actually, who are going 
to quit over this job unless he gives in and allows you to print 
the story. 
PI Yes. 
T. You were telling him, Don't-, you think that's pretty Interesting. 
That people are prepared to be so .... so .... 
P2 Tough. 
T. Tough about their own jOb. I wonder why it 1s that people ... 
P3 Because they are -
PI We have proof that Frank Carr was possjb ly murdered, we have 
proof that we have suspicion. 
P4 Nick!. 
T. I mean in the real world would people give up their jobs just to 
get the truth! 
P3 They dol Yes ... 
P 1 They do.! 
do 
T. I wonder why that Is, who) do people"that sort of thing? 
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PS Because they don't think it's right - that the truth shouldn't be 
printed. 
Ps (Inaudible). 
T. So you think truth is more important than somebody's job? 
PS Yep. 
In this extract they are commenting in a reflexive way on their 
own motives for demanding the story to be published as they say, 
"because they don't think it's right - that the truth should n't be 
printed". 
As well as this expression of concern they are thinking from inside 
the drama. This is shown in, 
"we have proof that Frank Carr was possibly murdered, we have 
proof that we have suspicion". ~., l 
This affective feeling response is encouraged by the teacher through 
his initial use of "we" and demonstrated by the pupns use of the same 
term, "we have proof.. .. ", 
The normal . ': serriotlc context of the classroom is mixed 
with the fictional construct of the drama frame and provides a clear 
example of both frames of reference operating at once. An even clearer 
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example occurs later in the drama when the smooth running of the normal 
classroom context is suddenly interrupted by the different role 
expectations of the drama frame. 
METRO MEDIA 3 (out of drama discussion) Tape No:98.71 
T. So what do you think would happen in these sort of cases? 
PI Ah, people would go on strike. 
T. People would go on strike. 
P2 People would get sackedl 
T. People would get sacked. 
P3 People would walk out. 
T. People would walk out. 
P4 Some people would quit. 
T. (-Some people would quit 
PS (- I know what I'm going to do, I'm going to sack you 
Ps. (laughter) 
T. It's terribly interesting what you are saying. Would people 
really quit, decide to quit over the fact they decided not to run a 
story? 
P6 Some people would run straight over to the Workers Union. 
P7 Who can sack you? 
T. Well no one can sack me because I'm part of the management. 
P7 No but what about .... 
P3 We could take you to court. 
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PS We could kick you out of this jobl 
The extract begins by exhibiting all the characteristics of 
conventional classroom discourse as noted by Sinclalr and Brazil (1982), 
and Edwards and Furlong (1978). The teacher initiates the exchange with 
an open question to the class, a pupl1 responds with a short precise 
answer. The teacher follows up with an exact repeat of the answer which 
signals tacit acceptance of the offering and non-verbally (nods and waves 
hand) indicates the floor is open for another contribution. The use of 
"would" indicates that both teacher and pupils are thinking about the 
events in a detached way. This establishes a pattern of response to the 
original question until a pupl1, reverting to the drama frame, addresses the 
teacher "as if" he was still operating in the assumed role of sub-editor of 
Metro Media. 
This frame break produces laughter as the pupl1s realize the 
alternative frame of reference allows the disruption of normal patterns of 
communication. This holding of two frames of reference and the line at 
which they fracture Is very close to Koestler 's (1964) concept of 
"Bi-association", where he claims that humour comes from this sort of 
conjunction of two frames of reference. The teacher treats the frame 
shift as a joke and laughs with the pupl1s, then attempts to re-enter the 
pattern of discourse. After one reply another pupil, her mind obviously on 
the drama frame, takes the initiative and asks a question from an In-role 
viewpoint that forces the teacher to abandon the line of discourse and 
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reply "as If" he were the sub-editor. Suddenly the concerns of the drama 
frame are back in action and the pupils are airing their grievances from 
their assumed role positions. 
The emotional identification with the problem of the drama frame 
is evident as Is the shift In language genre. However, the pupils are aware 
of the framed activity they are engaged in. This Is shown by their 
comments; 
P3 "We could take you to court" 
PS "We could kick you out of the job" 
(Metro Media 98.71) 
They are at all times aware that they are involved in a "once 
remove" from the normal semiotic context. They do not see themselves as 
media workers but behave "as if" they were. There is no sense of 
"schizophrenic hallucinated participation" (Hardlng, 1937), in their 
actions. The ease with which they transfer from the classroom context to 
the drama context and then back again clearly shows this. The fact that 
they feel they can do this legitimately means that the Drama Frame Is 
operating in a clearly understandable way. 
The Drama Frame 
This frame is composed of two elements that must be negotiated by 
the teacher before the drama begins. 
Although the term "frame" is a metaphor for bracketing off 
behaviour into a particular contextual configuration and language genre, it 
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is a particularly apt one for considering the elements necessary for drama 
to operate. Just as a frame around a painting can be considered to have a 
surface and a depth, so the frame around a drama can be considered in the 
same way. 
This frame for dramatic activity is composed of two elements. 
The surface consists of the convention or theatrical form that is chosen by 
the teacher. The depth of the frame depends on the level of protect1on or 
role distance that the teacher builds in. The arrangement of these two 
elements determines the sort of picture that appears inside the frame. 
In a Jess metaphorical form the elements can be shown in the 
following way: 
Diagram 2. 
CONVENTION 
(Theatrical form) 
PROTECTION 
(Role distance) 
The Dramatic Frame acts as a border separating the images and 
events inside the frame from those outside. By focussing the pupils 
attention on the actions within the frame, it clearly delineates the 
difference between reality and the representation of reality we call 
drama. It is the "as if" device which provides the dramatic role protection 
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which enables the pupils to enter the drama. 
The first of these elements, Convention or Theatrical form, can be 
thought of aS~dramatic technique: for presenting material. By developing 
a consciousness of the theatrical and non-naturalistic possibilities of 
drama (eg. a frozen moment In time, a speaking portrait and so on), the 
student is helped to feel secure within the form. 
The less naturalistic the drama Is, the more obvious the dramatic 
frame becomes. I have Indicated only a few of the possibilities on the 
diagram below. (See diagram, Role Distance overpage p.125.) 
Dorothy Heathcote in her article Signs and portents (1980b) lists at 
least thirty three conventions, and drama teachers constantly invent new 
ones as they are needed. 
Secondly, there Is Protection or Role Distance. Once again these 
structurings of the event are dramatic options open to the teacher for 
presenting material. Role distance refers to the distance the participants 
are framed from the "living through" experience within the event. 
In this sort of educational drama pupils and teachers are not 
trapped In the present moment of unstructured partiCipation as Is the case 
in real1ife. The artform allows them to structure the role distance that 
is appropriate for the material. 
The difficulty with the most obvious form and closest to real life, 
that of the participant role, is that it requires a high level of acting skill 
from the pupils to demonstrate that the activity Is being carried forward. 
As the pupils do not have the technical knowledge of the acto~ the only 
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effective way for this to work is for the teacher to bul1d up over an 
extended period a deep level of feeling response to the context which 
allows the pupils to respond spontaneously ,"to stumble upon authenticity" 
as Dorothy Heathcote puts it. 
Other role distances do not require this same level of acting skill to 
be effective. They require an attitudinal commitment to the role from the 
pupils which depends only on the foregrounding of the appropriatt role 
protection. For example; 
''I'm the reporter around here and I'll tell you how it was .. 
or, 
''I'm the artist and this is my painting of the event .. 
is a much more viable role position to maintain than to attempt to live 
authenticaJJy the minutiae of a reporter or artists life responding in 
character to the changing turn of events. 
Of course there are times when the teacher will want the students 
to be participants in the focus event of the drama and this can be carefully 
structured. At other times the teacher will require their interpretation 
and transformation of the event. 
All varieties of role distance are equally dramatic. The 
distinction to be made is that it is the distance from the focus event that 
provides the protection. The dramatic enactment of role taking occurs 
whatever type of role distance is used. In fact pupils often feel more 
protected and work with more conviction if they are framed at some 
distance from the naturalistic form. The minimal role distance of the 
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participant is often too close and blurred with their real world to sustain 
belief in the Drama Frame. 
All of the role distances shown in the diagram below are available 
for any piece of work. Of course. each one produces a quite distinct and 
characteristic form when combined with a role convention. 
ROLE DISTANCE 
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Within the specific contextual configuration of a drama and the 
language genre that accompanies it, the discourse that Is produced by each 
of the combinations of role distance and theatrical form wi11 vary widely. 
In the Metro Media example, already noted (98: 12), the Drama Frame has 
been established with the degree of Protection or Role Distance for the 
puplls operating at the level of researcher, while the Role Convention or 
theatrical form is that of symbol1c representation. 
The pupils as reporters with their press cards, layout sheets and 
clipboards, are reacting natura1istically to the turn of events even though 
when they are outside the drama frame In the discussion phase (96:28), 
they are largely deciding and structuring what will occur later. At other 
times In the drama the role distance and convention are altered by the 
teacher to produce a different response as the following extract 
Illustrates. 
Appendix Five: Metro Media Tape No. 73:08 
(Pupils in-role as a television show) 
T Clickl (the television is switched on). 
P 1 (In role as television interviewer). Did you have any 
relationship to Frank Carr. 
P2 (In role as Frank Carr's wife). Well I am his ex-wife. 
P 1 Do you have any enemies that you know of? 
P2 No .... but Frank had a few. 
P 1 Like, do you know their names? 
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P2 I don't want to get involved! 
P3 (in role as television interviewer) Where were you on Sunday 
night? 
P2 Well actually, I was on a trajn at Peterville, Ken had to go to a 
tournament but he didn't come back. 
P I Do you know the name of thjs train? 
P2 No. 
P3 Were there lots of people on It? 
P2 Yeah, there were a few. 
P3 Were all the seats fj lled up? 
P2 No, there were a couple left. 
P3 Were there people hanging around the doors and stuff. 
P2 Yeah, there were a couple. 
P 1 Old you see anyone wearing clothing, Hke dark jeans, dark shirt 
and dark jacket. 
P2 Yeah, I saw a couple, I had one on myself. (Touches arm referring 
to jacket). 
P3 Did you ever have any problems with money - like ... 
P2 .. ".No 
P3 Did you ever go around and ask Frank for money -
P2 Yes 
P3 What was he ltke, did he give it to you alright? 
P2 No, it was a bit of a battle to get some off him. 
128 
Here the role convention being used is that of television. The 
pupils move from a fixed frozen moment when the teacher's "click" turns 
on the set. This convention allows the pupils to assume the role distance 
of researchers for the interviewers and reporter for the ex-wife. 
Interestingly enough this shift in role distance and strength of 
convention allows a 10 year old boy to claim that he is the ex-wife and 
this is accepted by the interviewers and the rest of the co-educational 
class who are taking down notes based on the "television" show they are 
watching. This drama frame is significantly less naturalistic than Metro 
Media 98: 12, and consequently the gender difference is accepted by the 
participants because the role protection is operating at a high level. 
As can be seen from all the Metro Media samples the teacher no 
longer has to tightly control the communication system within the 
classroom because the framework of the drama imposes its own 
constraints. He can enter jnto the drama frame in a role that allows him 
to put aside, temporarily, his authority and control of academic knowledge. 
The teacher is now able to reply rather than assess the pupils' responses 
from inside a role as a group member. This provides him with a new range 
of teaching strategies that are an alternative to the Transmission -
Interpretation polarisation of teaching styles described by Barnes and 
Shemilt (1974) and the "recitation" of Hoetker and Ahlbrandt (1969). 
This strategy of educational drama appears to fit between the two 
teaching styles outlined by Barnes in From CommunicatiOD to Curriculum 
(1976). This can be seen in the following modified version of his diagram. 
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In this diagram a "participating" l1ne has been placed midway between the 
other two alternatives he offers. 
Diagram 4 
Predominant 
Teaching Role 
Pupils Role Predominant Form 
in Communication of Communication 
Assess---- Pres~nting--Final Draft 
(" ju~gjng") : 
, 
I 
Drama Participate-- Cooperating-- Explanatory 
Framewor ("contributing") 
, ' I i : I 
Rep ly ---- Sharing ----- Exp loratory 
("understanding" ) 
(Carroll 1980a) 
In teaching terms the "judging" strategy places all responsibility for 
action in the teacher's control of knowledge while the "understanding" 
strategy places a heavy responsibility on the learner's interpretative 
framework. However, the "contributing" strategy which operates in the 
drama framework makes the assumption of responsibility a joint effort. 
The teacher, as a group member with an assumed role, can contribute as 
much or as little to the situation as is necessary to keep the learning 
productive. The role he adopts ensures that he can do so without 
dominating the communication system. 
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The following planning grid illustrating the role status options that 
are open to teachers, depending on their purpose withtn the drama is 
shown below. 50 as well as role convention and role protection, teachers 
have a choice of role status which will effect the language inittatives the 
pupils feel they can take. 
Qiagram 5. 
BQLE I N THE CLASSROOM 
A PLANNING GRID 
TEACHER'S STATUS TEACHER'S PURPOSE 
HIGH. _________________ line A. ______ ••••. _ •. __ GIVING 
... '............. ,. (information, 
......... ' .... , .. '{~I?e /", instructions, support) 
.... .... .... E ; 
""', ......... ,,';1' 
" .... , ...... ' 
..... ,-' .......... 
' ..... , ,.' ............ EQUAL __________________ -.... Une F ___________ .: "'_".NEGOTIATING 
,,',,, ............. (planning, discussing, 
(\e ~..'/ ... .. ~/f) arguing) 
v;," ,,~ /j 
" " , .. 
" " 
", " LOW.' ___ ._ •. _____ • ___ • __ . __ •• Une B __ • ____ • ____ • SEEKING 
(information, eliciting 
expression, help). 
(O'Toole 1985) 
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The teachers careful use of assumed role status defines, in 
interactional terms, the role status possible for the pupils. The teacher 
often takes a lower status to upgrade the pupils expertise and encourage 
the taking of language initfatives. Of course, the role status the teacher 
assigns himself within the drama is part of a continuum that is constantly 
shifting, depending on the needs of the pupils. 
This is quite unlike the social context outside the drama frame which 
l1mfts the teacher to a high status socially ascribed role that has to be 
constantly defended through the use of the "recitation" genre within the 
classroom. It has been claimed (Hull, 1985) that the coercive etiquette of 
classroom language restricts the teacher and learner into high and low 
status roles that restrict meaningful discourse. As Edwards (1981) notes; 
"In the 'typical' classrooms, the point of perSistent reference is the 
authority of the teacher as expert, which provides a more or less 
continuous interpretive context. A basic presupposition of teacher 
knowledge and pupil ignorance is a main resource from which both teacher 
and pupils accomplish mutually comprehensible talk", (p.303). 
It is the drama frame which can temporarily alter this "typical" 
pattern of discourse by provfding a range of alternative status roles in a 
way that is not possible within the social context of the classroom. 
A summary of the characteristics of In-role drama discourse 
*The focus of the discourse is on the participants making 
132 
meaning for themselves from within the drama. 
*The discourse is concerned with why events happen rather than a 
straightforward reenactment of the event 
*The teacher is actively involved in the drama, and will take on a 
number of roles 1n order to extend the children's thinking about 
motives and reasons that lie behind the characters and events of 
the drama; 
*There is no intention to perform to an audience or to 
communicate with anyone other than with fellow participants; 
*Although the basic situation, the who and where, may be decided 
upon by teacher and children together, the teacher introduces 
questions, other roles and events not all of which may be known 
beforehand, but which sharpen awareness, highlight the issues 
involved in decision-making or cause participants to reassess 
attitudes previously adopted; 
*The teacher when in role, uses theatrical elements to heighten 
the impact of the drama for the participants ego Skprise, tension 
pace, stillness and movement. Adoption of role often includes 
the use of symbols to signal a role; 
*Significant moments in the drama are often "frozen" or drawn 
out while, by use of rituals or teacher-in-role strategies, the 
children are pressed to find reasons and motives for assumptions 
or decisions they have made; 
*The children speak of this type of drama as an attempt to adopt 
"the mind" of another person or of "being" that person, rather 
than "acting". 
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(Schaffner, 1984) 
These characteristics are drawn from Schaffner's description of 
what she calls "Experiential Drama" and as such reflect accurately the 
characteristics observed in the discourse of the In-role Drama sample. 
In conclusion it can be noted that there are at least seven linked 
attitudes that are necessary in a classroom before pupils can successfully 
enter the teacher established "as if" of the drama framework. These are: 
(1) The pupl1s must assume a temporary attitude or theme in which 
they can all share a belief. 
(2) This attitude must be concretely focused by the teacher so the 
problems inherent within it can be clearly perceived. 
(3) This assumed attitude must release the pupils' expectations 
from the normal participant role in the classroom and project them into 
the drama. 
(4) The attitude has to always feel to the class that It Is a matter 
of public concern and not an exploration of private feel1ng. 
(5) It must also provide an opportunity for the pupils to bring their 
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own "action knowledge" to bear on the problem. 
(6) There must be an implicit tension or pressure maintained within 
the attitude for some resolution of the problem. 
(7) An appropriate dramatic convention must be employed which 
utllises the elements of theatre in a creative way to bring these attitudes 
into a dramatic form .. 
All of the above elements are necessary if a drama is to function 
successfully. However, it Is the first one that teachers must negotiate 
before they can move forward at all. That is, they must develop a 
strategy that aids pupils to assume an attitude and enter the drama 
framework. 
For the pupils, the focus of attention will be on creating a drama 
that deals with the problem at hand. The teacher's focus of attention will 
be concerned with the aesthetic dimensions possible in the context whilst 
also being aware of the needs of the pupils for an "instrumental" (Bolton, 
1984) or referential form for the drama which allows a range of status 
roles to operate for all the participants. 
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CONTEXT OF SITUATION AND CLASSROOM LANGUAGE GENRES 
If we expect children to believe in school, then what they do there 
(which is something contrived and manufactured like an actor's 
performance) must be planned and executed so that it feels real! We have 
to recognise that school work is artificially made. 
Dorothy Heathcote 1982. 
It is an assumption of this study based on the research findings of 
sociolinguistics, (Halliday and Hasan 1985) that any spoken language 
interaction will result in the creation of discourse that can be viewed as 
text. Further It is assumed that these texts are not random or isolated 
events but arise out of specific social occasions. Part of the meanings 
they express come from outside the text itself and can be found in the 
context of the situation. 
The discourse is part of a social situation as well as a linguist ic 
event and this fundamentally a.ffects the characteristics of the text that 
is produced. 
M.A.K. Halliday analyses the social content of a text into three 
areas that correspond to the functional components of the semantic 
system that operate within a text. This provides a connection between 
text and situation which allows sociolinguistic predictions to be made 
about the overall structure of meaning that is produced. 
The three social components are; 
1. Field of discourse: This represents the kind of activity that is 
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going on. The activity, within which the language is playing some part as 
recognised in the culture. In a metaphor drawn from the theatre the Field 
can be seen as the "play", the staged activity that is occurring. It can be 
thought of as the set, the props, the activity that ebbs and flows in front 
of the footlights. Sometimes a farce, sometimes a tragedy, more often a 
melodrama,the Field is the action of the drama. The sociolinguistic 
) 
researcher is of course the critic 
.2. Tenor of discourse: This represents the interacting roles of the 
partiCipants who are involved in the creation of the text. To continue the 
metaphor from the stage, this represents the actors on the stage and their 
social status in relation to one another; one 1s a master, another a servant. 
A third is lover, King, murderer and husband, each role appropriate for 
those he meets. 
3. Mode of discourse: This represents the particular functions that 
are assigned to language within the situation. This also can be seen as 
part of the theatrical metaphor. Mode represents the rhetorical channel, 
the script, the parts transformed into the spoken lines on the stage. This 
can take many forms, conversation, exhortation, sol l1oquy, proclamation 
and so on. 
context when seen in this way Is not only retrospective, In that it 
allows explanations to be made about why certain things have been said or 
written, but also prospective. Because of the close link between text and 
context, appropriate assumptions about the prediction of meaning that 
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will occur in a situationQfC continually being made by the participants 
within it. 
This is clearly obvious in the school situation where 
) conventional1sed and structured texts are enacted every day. The marking 
of the class roll for example is a highly formulaic situation. The morning 
news talk is also ritualised and conventionalised (Chrlstle 1985b). 
The texts created between teacher and pupi Is in the context of 
classroom lessons ha~also been shown to have we11 defined structures 
(Sinclair &, Coulthard 1975). McLaren (1986) goes so far as to claim that 
rltual1sed school 'organisation' as opposed to true ritual patterns have 
come to dominate and control the creativity of pupils. In fact there is a 
sense in which the structure of classroom lessons can be seen as one long 
text that carries over from one year to the next, and provides the unspoken 
assumption on which classroom interaction rel1es. 
In schools, as in wider contexts, the conventions of the institution 
lead to conventionalised forms of texts which can be expressed as 
language genres. In general terms, a language genre can be seen to provide 
a precise index and catalogue of the relevant social occasion of the 
teaching/learning activity at a given time (Kress 1985). 
Some language genres have received a detailed amount of 
attention. However in the schools, as in the wider society, this has 
traditionally been concentrated in the areas of Literary Studies. 
This Is a clear example of the tendency for written language to be 
seen as high status knowledge, while the text of the spoken word 1s 
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perceived as low status knowledge and therefore not really worthy or 
amenable to analysis. Interestingly enough, Drama in Education is a highly 
verbal activity that is largely improvised and therefore ha~een as 
per.lpheral to the central purposes of education. Theatre however, which 
can be reduced to a written text, is accorded higher status although still 
seen largely as a "frill" or grace subject within education. 
Nevertheless, it is the novel, the short story and the poem that have 
been classified according to generic structure. More recently the 
semioticlans have treated film (Barthes 1966) as a genre and there have 
been attempts to deal with the complexity of theatre and drama (Elam 
1980) 1n the same way. 
The literary treatment of genre, especially in the written form, 
has generally operated within the academic framework which divorced the 
text from the interaction of the social occasion that led to its creation 
(Kress 1985). This has led to a range of texts being classified as similar 
through common identifiable themes or tropes, without a clear expl1cation 
of what it w.as that led to such a form being produced. 
A similarity can be seen with the spoken genres of classroom 
interaction. Although much research has gone into specifying their 
characteristics (Sacks, Schegloff and Jefferson, 1974; Sinclair & 
Coulthard, 1975) this. research has largely neglected to make a connection 
between the form of the genre and the functions and meanings of the 
context. 
Within Education, the curriculum, both hidden and overt, as we11 as 
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the more general social aspects of the education system need to be 
considered as partly determining text. The pOint being that the 
extrallnguistic meaning of texts is derived not only from the meanings of 
the discourse which gives rise to and appears in particular texts, but also 
from the meaning of the school context they are embedded in. 
Both individual contextual configurations and genre structures 
carry specific and socially determined meanings embodied In the discourse 
which together make up the text. The two components of meaning are; 
contextual configuration-those meanings relevant to the 
individual message within the text 
Genre- those meanings relevant to the structuring of the overall 
message form. 
Together they make up the text of the situation and can be thought 
of in terms of Field, Tenor and Mode. In the classroom, text carries 
meaning about the nature of the school context from which it is derived, 
as well as generic meaning about the conventionalised language structure 
in which the text arises. 
Texts are therefore doubly determined, firstly by the meanings of 
the discourses which appear in the text and by the forms, meanings and 
constraints of a specific genre (Kress, 1985). In the classroom these two 
kinds of meaning match and overlap to such an extent that context and 
genre are often considered to be the one thing. 
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However, it can be shown that there are many different forms of 
spoken curriculum genres within the classroom (Christ ie, 1985a), even 
though they often share the structure of the teacher in central control of 
the Interaction. It takes a radically different form of curriculum genre 
operating In the classroom, such as Drama In Educatlon,to make this 
distinction clear. 
Both context and genre are societally determined. In terms of 
teacher/pupil interaction, the discourse context Is derived from the 
subject content of schooling, while the specific genres are derived from 
the conventionalised, more intimate, social structure of the lesson form. 
These meanings are woven together and because there has been 
such a strong specification between the nature of schools and the kinds of 
verbal behaviour that characterise them, at times It seems that context 
and genre are identical. However, if the language research data is 
examined it appears that this is not the case. It can be seen that certain 
dramatic curriculum genres do not fit into the concept of what constitutes 
an appropriate discourse In the school context when they are examined as 
text. 
As David Butt (1985) points out, for Educational contexts a theory 
of language needs to: 
1. address texts and not mere ly sentences. 
2. differentiate between text forms or generic structures. 
3. be explicit about the role of contexts In controlling the 
appropriateness of meanings. 
4. clarify the factors involved in switching mode from spoken to 
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written. (p.80) 
So following this line of reasoning, it is by examining the texts of 
drama in use in the classroom as well as non drama texts, that any 
difference in generic structure should become apparent. 
It has been claimed then that classroom texts are constructed in and 
by contextual configuration and genre. However, the situat ion is not so 
clear cut if we consider the language exchanges between children and 
adults outside the school. The I.R.F. three parts exchange (Mehan, 1978; 
Sinclair and Coulthard, 1975) that has been seen as the product of such 
interaction also occurs in the home between parent and child and 
frequently with the child as the initiator and evaluator (Wells, 1981). 
These exchanges have significantly similar features which appear to 
be due not to the context but to genre. Similarly, when a range of differing 
texts in educational settings is examined, the teaching discourse 
produced is similar across a number of genres. Newstalk, Roll Marking, 
Exposition and Narrative, all operate with the teacher in the expert/ 
authority role. These features are due not to genre but to the structure of 
the contextual configuration. 
The typical language form of conventional classrooms is that of 
pseudo-questions (Barnes, 1969) where the teacher is asking for a display 
of information from the pupils. This has been seen as a major structure of 
containing the pupil within the teacher's frame of reference (Hammersley, 
1977; Edwards and Furlong, 1978, and many others). 
However, these conversational strategies are common in adult-child 
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talk in the preschool years (McLure and French, 1981). Nevertheless in the 
classroom context and within educational genres, pupil generated 
instances of initiation and follow up in question structures are seldom 
found in the data (McLure and French, 1981). 
It can be seen then that it is not just a matter of the context or the 
genre determining the text, it is a reciprocal process. The teachers and 
pupils use their understanding of the classroom context to generate 
appropriate discourse and this genre in turn helps to define the context in 
which they interact (Edwards and Furlong, 1978). It is this nexus that has 
led writers such as Hoetker and Ahlbrant (1969) to claim that the 
characteristic patterns of classrooms can be seen as a severely restricted 
set of genres or the "recitation" as they call1t. 
other writers (Henry, 1984) also regard the characteristics of 
classroom discourse as forming a "package of teacher behaviours which 
constitute the recitation style of engaging pupils in learning activities" 
(p.36). For Henry, this consists of the teacher in control of the 
question/answer interaction. There is teacher evaluation of pupil 
responses based on an undisclosed "right" answer in the teacher's mind, 
teacher explanations, restricted pupil participation, closed questioning, 
pupils confined to desk work, and teacher interaction via curriculum 
materials ie. books and worksheets, rather than direct address. Later in 
the article he claims; 
These assumptions or beliefs on the nature of knowledge and learning 
mesh with the authoritarian structure of schooling to form the pervasive 
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rationale of institutionalised education. The recitation Is so embedded In 
this rationale that its propagation is effectively beyond dispute amongst 
practising teachers. These assumptions (or beliefs) relating to learning 
theory, to conceptions of knowledge, to authority structures, and to 
relationships between Individuals, form a teacher culture which pervades 
the classroom and filters the potential workable teaching strategies for 
that setting. The recitation is the residue of this filtration process. 
Henry (1984), p.39. 
50 it can be claimed that the institution of Education has certain 
characteristic forms of discourse associated with It. This discourse 
arises from, gives expression to, and encod€!the values, meanings and 
practises of the institution. However, within education there are many 
different kinds of conventionalised social occasions. These Include school 
assemblies, speech days, national days, as well as lesson structures such 
as guided discussion, question and answer exposition and so on, which have 
their own specifiC forms. 
There are also the discrete subject areas which often have their 
own conventions. For example in many N.S.W. State schools (Australia), 
craft lessons such as weaving, paperwork and art, have unsupervised pup! I 
to pupil conversation as part of their allowable language options. This 
may reflect the focus on task rather than interaction control, with the 
teacher acting as a guide rather than an authority figure. 
However, in most classrooms 1t is the ClSjm metrical power 
relationship between the pupils and the teachers within the interaction 
that has specific effects on the nature of the text. The results of this 
relationship will be coded in the respective curriculum genres and 
realised as discourse. In the traditional lesson of teacher exposition and 
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questioning, a genre incorporating a major power difference between the 
partiCipants, the mechanism of the verbal interaction is formally most 
foregrounded, whl1e the content of the discourse is formally least 
emphasised (Kress, 1985). 
In casual conversation, a genre with little or no power 
differences operating, content is the area that Is formally most 
foregrounded, while the mechanisms of the verbal interaction are least 
f oregrounded. 
It can be seen as ironic that the educational genres, despite what 
has been claimed, are rarely mostly about content but about features 
directed towards the control of classroom interaction or authority. On the 
other hand, one to one conversation, usually seen as distant from 
educational genres, is formally least about power and mostly about 
content. It could be seen that the relative "closeness" or "openness" of the, 
interaction is itself a feature of the power difference and has its 
correlation in the generiC form and linguistic features of the resultant 
text. It could be claimed that within classrooms the greater the power 
difference between the participants, the more closed the discourse 
becomes. The less the power difference is present, the more open the 
discourse becomes. 
A central, constituent feature of this argument is that Drama 
provides a specific clearly recognised context. This is the Drama Frame 
which encourages role-shifted discourse within a discourse as a specific 
genre. This encourages relatively more "open" language interactions to 
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occur. It is claimed that this structure constitutes a specific language 
genre in its own right. 
It is clear that in all texts, including drama texts, the discursive 
differences are negotiated and governed by differences in power between 
the participants which are themselves in part encoded in and determined 
by the context and genre. 
If specific drama genres temporarily alter the power 
relationships that operate within the classroom, then an analysis of their 
texts should show this in the lexico-grammatical structure. The lexical 
choice of nominal groups should provide a way of comparing the content of 
classroom speech between pupils and teachers with that of the content of 
drama discourse. 
As David Corson says; "research is needed which examines 
children's lexical access to entire knowledge categories of the school 
curriculum", (1985, p.3), 
The preference of the English language, especially the English of 
classroomsj for nominal object-like forms rather than the process 
orientated forms of verbs should show up differences in usage and point to 
the qualities that drama brings to text creation Inside classrooms. 
This tendency towards nomlnalisation In English is present In all 
forms of language, even though In general terms spoken language favours 
the clause where processes take place, as opposed to the written form 
which favours the nominal group. (Halliday 1985b). Both perspectives, the 
synoptic and the dynamic, are complementary and as Halllday claims 
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(1985b, p.98), "when we learn anything, we construe it simultaneously as a 
universe of things and a universe of processes". 
However, the o'>Y(\1metrical distribution of power and 
communicative rights within classrooms produces discourse within genres 
that is manifested as text which appears closer in form to the written 
structure than most. Indeed it has been noted (Edwards 1978), that the 
language of a traditional classroom often resembles the formality of a 
play script in the regularity of its structure. It should also be noted that 
the use of concrete nominal groups as a general focus for discourse is a 
feature of much classroom talk (Uttle, 1981). 
Generally speaking informal speech is organised in clause chains 
that move a llnear sequential form tending towards co-ordination either 
by conjunctions or intonation (Kress 1985). Classroom language in 
traditional schools tends to lean more towards the nominalised, embedded 
heirachical form more generally recognised as the preserve of wr1ting. 
This tendency could be seen as relating to the necessity for 
teachers to maintain institutional power to structure interactions and 
therefore maintain a formality in social difference between themselves 
and the pupils. 
Social power in the classroom is intimately connected with the 
language that is used by the participants. However, in classrooms 1t is the 
institutionalised authority of the teacher rather than the overt use of 
power which is the most obvious feature of the discourse. The pupils 
almost always confirm the teachers centrality in the interaction by 
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accepting and working towards the teachers frame of reference. This 
includes the teacher~ right to make most of the communicative moves, 
take most of the initiatives, to determine topics and allocate turns as 
well as ask questions in which they retain the initiative by assessing the 
pupils responses (Edwards & Furlong 1978). 
50 it can be asserted that classroom language both indexes social 
power as well as expresses it. The metaphor which best describes the 
effects of power relationships within the classroom is that of space and 
distance. 
To return to the metaphor used at the beginning of this chapter, the 
theatre of Shakespeare can be used as an example. In Hamlet, Macbeth, King 
Lear Richard I I and many other plays, the relationship of the court to the 
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King and the subtle variations that can be expressed are repeated over and 
over again. Degrees of power difference are expressed between the ruler, 
the courtlers, supplicants, emissaries, and servants and are precisely 
indicated by their distance from the throne and the level of deference In 
their posture towards the King. The same is true of the real world of the 
classroom, but often the social distance required to maintain power Is 
transformed into language forms which express with a high degree of 
subtlety the relationship of distance between those with power and those 
without. 
In the classroom this power differential has often been expressed 
as authority expressed through a formality In discourse. Many researchers 
have noted that the relationship between pupils and teachers Is one where 
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personal feeling has been filtered out (Edwards & Furlong 1978 ). 
Flanders has called classrooms an 'affectional desert' where the language 
of emotional states is very rare. Adams & Biddle (1970) note that the 
time spent on sociation was so minimal that it need not be discussed! It 
is as ie in a tautological way, the statements of the powerful can count as 
knowledge by virtue of their power and therefore the need for conscious 
negotiated interpersonal interaction is reduced to a minimum. 
This structure of classroom talk arises from its overall didactic 
purpose (5inclair and Brazil 1982) and leads to a clearly defined range of 
teaching strategies. To continue with the theatrical metaphor employed at 
the beginning of this chapter, an analogy which sees teaching in terms of 
theatre may be useful in clarifying the teacher's role in establishing a 
framework for the control of communication. 
There are several basic teaching patterns that are adopted by many 
teachers, and they can be put into a schematic form that reflects the 
structure of the theatre. 
It is a common enough observation that classroom teaching contains 
an element of performance within it. All teachers assume a persona, and 
adopt a teaching strategy when co~fronted by the social context of the 
classroom situation. Three basic styles of teaching seem to stand out as 
can be seen in the following classification of teacher/pupil roles: 
Diagram 1 
Teacher 
Actor 
Director 
Member 
Class 
Audience 
Cast 
Ensemble 
149 
(Carrol1 1980a) 
The first division of actor-audience leads the teacher into a one 
sided relationship with the class; monologue, declaration, exhortation and 
sol1~oquy from the teacher, and silence from children as they are asked to 
respond in a situation where they have not been given the permission to 
enter the stage area. This is a form of "transmission tube" teaching, 
operating with the class in a passive role. The teacher's control of 
communication 1s so strong here that the puplls' strategies for learning 
are reduced to passive listening and minimal replies to questions designed 
to assess their intake of information. 
The second division of director-cast leads the teacher into the 
position of being all-knowing, and into the trap of pun1tive discipline to 
control those "actors" who keep wanting to improvise on the script. Once 
again, this style tends to be based on transmission, rather than the 
interpretative view, of education. But here there is more scope for the 
puplls to establish alternative frames of meaning. However, the teacher is 
still firmly in control of the communication. As Stubbs (1976) has noted 
the "director" controls his "cast" through a process of metacommunication. 
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That is, by monitoring and controlling what is said within the classroom 
. by explicitly commenting on it. The range and variety of these "stage 
directions" that occur in many classrooms show that the teacher is firmly 
"in control of the interaction", (stubbs, 1976). 
Most contemporary approaches to teaching have attempted to 
break the nexus of actor-audience and director-cast with the use of small 
group discussion, project and contract work and thematic. interest-based 
programming, but with limited success. 
Although the surface appearance of the classroom may look very 
different. the teaching strategies tend to leave the teacher's control of 
the interaction untouched and so the basic structure of actor/director is 
maintained. There remains a strong system of teacher control over the 
meanings that are possible in any situation. Without the Drama Frame to 
provide an alternative structure, centrally controlled situations will 
produce centrally controlled meanings. 
To use the theatre analogy again, the third teaching strategy of 
member/ensemble rejects the forms of dramatic "transmission-tube" 
teaching for the same reasons as Bertholt Brecht rejected dramatic acting. 
The fault in both, as Brecht sees it, is that: 
........ a collective entity is created in the auditorium (classroom), 
for the duration of the entertainment (lesson) on the basis of a 
common humanity shared by 2111 the spectators alike." 
(Brecht 1933.p.60) 
Because the teacher is the actor or director in the first two cases 
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this leads the pupils to a passive acceptance of non-partiCipant roles. 
Learning becomes identification and acceptance of the teacher's frame of 
reference without the active participation that leads to understanding. 
The pupils become either the audience or the cast being manipulated by the 
teacher. 
As Brecht says, 
" ..... to understand the world, it must be conceived as 
reflecting process and change." 
With no opportunity to experience the process of learning by 
actively participating in the situation, the pupils then find it difficult to 
reflect on the meaning of what is taught. These two strategies prevent 
the pupils from bringing their 'action knowledge' (Barnes, 1976) into the 
classroom. The teacher, by doing most of the telling, forces the 'audience' 
or 'cast' to respond but not to initiate action, to have their answers 
evaluated and to be allocated a turn to speak. As well as this the teacher's 
control of the social context is constantly being reinfoo:ed through the use 
of speech as a metacommunication which defines the appropriate field of 
discourse. 
A third division in the diagram is possible when the teacher 
changes the social context of the classroom, by using the dramatic 
framework, to become a temporary member of an ensemble. This leads to 
a break from the constrict ions of many teaching strategies. I t occurs 
because the dividing line between audience and actor/director no longer 
exists. The teacher is able to assume anyone of a variety of dramatiC 
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roles which enable him to alter his control of the communication system 
at will. 
The provision of dramatic roles within the ensemble enables the 
pupils to assume a new range of expectations about what sort of language 
constitutes an acceptable learning strategy. This teaching method 
realigns the social context of the classroom to include a more even 
distribution of participant structures. It changes the pupil's learning 
expectations and modifies the teacher's control of communication by 
allowing the pupils to take a more active language role. This flexibility is 
useful because teachers are aware that their continuous role as the expert 
tends to restrict the pupils' initiation of discourse. They are aware that 
for many pupils discussion comes to mean an attempt to guess the right 
answer in the teacher's mind. So there would seem to be every reason for 
teachers to develop techniques which aid the pupils' active reshaping of 
knowledge. 
Nevertheless, it appears that over a wide range of teaching 
situations the "recitation" appears to meet the teacher's need to control 
the communication system and the behaviour of pupils while at the same 
time focusing on the content area to be studied. This technique, as has 
been pointed out shows a convergence of aims that fits the traditional 
classroom so that "controlling behaviour Is controlling knowledge". 
(Barnes, 1976,p.177). 
The problem is that eventually this question and answer method 
leads to situations where the pupils feel they can only contribute to their 
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own learning by offering information within the teacher's frame of 
reference. They become less able to take responsibility for their own 
learning and are bound by what the teacher considers to be relevant. 
Barnes claims that at the basis of such teaching "it is the social order 
which underlies the communication wh1ch is open to criticism". (p.181). 
While agreeing with this comment, it appears that it is the teaching 
strategies that depend on the social context so heavily for their control of 
communication that are at fault. 
Many teachers equate context with genre to such an extent that the 
recitation is seen as the only viable teaching strategy available to them. 
These habitual patterns of classroom talk arise from underlying 
beliefs about learning and knowledge which are expressed in an overall 
didactic purpose that has the following features: 
1. The teacher has to fill silences. Depending on the particular 
teaching style, pupils mayor may not speak spontaneously to each 
other or to the teacher, but they never have the responsibility 
for the talk. 
2. The teacher speaks most of the time. Estimates vary as do 
factors in the teaching situation-subject matter, type of activity, 
age, sex, etc. of pupils, personality of teacher. But the range of 
variation is between most of the time and all the time. 
3. The pupils have a very restricted range of verbal functions 
to perform. They rarely initiate, and never follow-up. Most of 
their verbal activity is response, and normally confined strictly 
to the terms of the initiation. 
4. The teacher determines the nature of the discourse and in 
particular what freedom the pup11s have to construct their 
own utterances. 
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(Sinclair & Brazil, 1982,p.58) 
Henry (1984) claims that this does not have to be the case and 
argues for "a congruent teaching-learning situation" (p.40) which occurs 
when there is authenticity in the interaction of participants;.' the 
questions are real; the teacher responds to what the child wants to 
know, rather than deciding this for the child; the effort for generating, 
maintaining the learning activity comes mostly from the chl1d, not the 
teacher 
Henry suggests that such an approach is possible within the 
"recitation mode". However this is questionable, as he fails to deal with 
the need to change the social context. It would seem that before 
curriculum genres can be changed the social context of ascribed roles for' 
both teachers and pupils would also have to be altered. 
This is exactly what the Drama Frame of member/ensemble is 
designed to do. It allows the teacher to temporarily shift the social 
context with its inbuilt osymmetrical role status into the "as-if" frame 
of drama. This allows a new social context to operate and with It a new 
range of curriculum genres. The general social context is temporarily 
suspended for the duration of the "In-role" drama. 
In another attempt to recognise that there are alternative 
possibilities such as role play which may be able to develop a "discourse 
within a discourse" (p.58), Sinclair & Brazil( 1982) fail to consider the 
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importance of a role-shifted context. They tentatively offer the 
teaching roles of producer and cast at rehearsal as a view of how drama 
functions. 
They then go on to make several assumptions about the conditions 
under which drama operates. The first being that the personality of the 
pupilswill partly determine how easiJy they participate In the activity. 
This comment is true for any classroom interaction and is not 
specifically related to drama. It is sti 11 the class and teacher verbal1y 
interacting, but framed differently within a dramatic convention that 
determines the genres operating. 
Secondly they claim that the content level of the discourse 
stimulated by the drama may be beyond the competence of the pupils and 
possibly the teacher. This l1teral assumption ignores the fact that the 
partiCipants are involved in a Dramatic Frame where they behave, to the 
best of their understanding, "as If" they were the roles they are 
portraying. In dramatiC terms as long as belief is sustained, the artistic 
construction can continue. If factual knowledge is required the drama 
can be temporarily halted and research activities undertaken before the 
partiCipants re-enter the drama frame. 
Thirdly, they claim as a disadvantage for drama that levels of 
characterisation may differ widely from one pupil to another. To 
function at a11 drama relies on the tacit agreement of the group to 
engage in the activity at least at the level of minimal support and this Is 
negotiated by the teacher. This is of course exactly the case In any 
classroom for any sUbject area and depends on the specific social 
context set up by the teacher within the classroom. 
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Their final objection is that an emphasis might be placed on 
performance. Presumably this means the language would be polished and 
stylized as in a theatre performance and therefore would not be natural. 
To draw an analogy from writing In classrooms, one could object 
to pupils writing on the grounds that their edited, corrected and 
published work was too polished and therefore did not reflect their 
Individual efforts. The absurdity of this position is clear and the 
argument is exactly the same for drama. 
Some drama is first draft work and goes no further, some may be 
refined for sma11 group peer showing and still other pieces more polished 
for presentation. Drama is a continu~mas Is writing and the activities of 
first draft or improvised work are very different In kind to the work of 
finished products. 
These objections to drama as a way of working in more jnformal 
curriculum genres are rea11y a way of avoiding the issue. Because in the 
end, they claim "the kind of talk that Is produced Is llkely to be difficult 
to analyse and compare with any established model". This a110ws 
Slnclair & BraziJ to step around the issue of examining such language. 
However, I would suggest that rather than being a release from 
the constraints of classroom discourse as they infer, drama presents a 
specific range of language genres within the classroom that extends the 
range of interaction open to teachers and pupils. 
CLASSROOM GENRES AND LANGUAGE INITIATIVES 
Drama is the spaces between people being filled by 
meaningful relationships. 
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Dorothy Heathcote Drama as Education 1975. 
As has been noted earlier the mos~ common classroom spoken genre 
used has been called the "recitation", The peculiarity of this structure has 
arisen from the teachers need to maintain an overall didactic purpose while 
controlling the class through a centralized verbal domination of the 
classroom. These two complementary alms produce the habitual features 
of the classroom genres. 
These features have been confirmed by many researchers (Maclure and 
FrenchJ 1981)J (McHoulJ 1978), and (Edwards 1981), Sinclair and Brazil 
(1982). However the crucial point in terms of the drama frame is the 
following: 
If, in the normal classroom semiotic context, pupils "rarely initiate 
and never follow up" (Sinclair and Brazil 1982 p.S8 ) then some change 
would be expected to occur in this pattern within the drama frame if the 
contextual configuration and language genre are altered. 
Not only should the level of content as expressed by the nominal 
groupS chosen by the pupils be differentJ but the range of language 
initiatives they use should also be seen to change. 
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Before an examination of a range of drama texts is undertaken to 
determine if this is so, it would be helpful to examine a more conventional 
class lesson to determine the environment in which meanings are being 
exchanged. The following "Mining" example (Perrott, 1985) already 
mentioned in Chapter Five (p.56) is a standard Social Science lesson with 
eleven year olds. The extract occurs ten minutes into the lesson and is 
about a Mining Company having to set up in an isolated area. The class is a 
co-educational unstreamed Year 6 (11 +years) being taught by their normal 
class teacher. 
MINING COMPANY 
T Isn't that amusing! (sarcasm) So we need a town, and what's a 
town Lyn? 
P People living together, roads, houses and shops. 
T OK, so the Company has to build a town for the people to live in. 
But, if your parents were to go there what would they need? Sit 
down Neill 
P Acar 
T Yes 
P Shops 
T Yes 
P Water supply 
T Yes. What else would be needed, Mara? Stand up those who are 
talking while Mara is talking. What do you have to say that's so 
important to be rude, Chris? 
P I just said he's cute (giggles). 
T Carry on Mara. 
P Place to live, to shop. 
T Are there any ~ther things ...... l've spoken to you twice, Chrisl 
Is there anything else? 
P Power 
. T Right 
P Schools 
T Yes 
P Transport 
T Yes. What do you think would be the main transport? 
P Railway 
T Yes. Hands up who thinks rail would be the major form. 
P Planes? 
T Hands up who thinks planes ..... Yes, so we need an airport too. 
Do you have other needs than a place to live, things to eat. 
P Schools 
T Yes 
P Toilets 
T Yes 
P Medical services 
T Right, and ambulances and others ....... 
P Peop le to prepare food. 
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T Right. But there's one very essential need no one's mentioned. 
P Clothes 
T No. Another one. 
P Petrol pumps and things. 
T No. It starts w.ith "R", the one I'm thinking of. Edward? 
P Rivers (audible sigh from class). 
The situat10nal description in terms of Halliday's class1fication is 
as follows: 
Situational Description 
Field: 
Verbal questioning in the form of os,/m metrical dialogue. An 
educational frame of reference. Participants attempting to guess the 
correct answer to an unstated assumption. Ritualised classroom 
interaction with a high degree of intertextual1ty present. 
Tenor: 
"Teacher" addressing "pupils" as a Single participant. Teacher In 
central control of interaction. Nomination of pupils to respond to 
questions. Assessment rather than reply to responses. Pupils acceptance 
of teachers frame of meaning and authority. 
Mode: 
Spoken as part of teaching strategy, didactic, public discourse. 
Text is whole of relevant activity, Metalanguage of control and 
authority from teacher. Minimal responses from pupils. 
, 
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The transcript then is a fairly obvious example of teacher 
controlled interaction. The social action of the classroom is evident in 
that it is clear that the participants are engaged in a lesson concerning a 
mining company having ,to set up a town in an isolated new area. The 
"teacher" and "pupils" constitute the two sides of the dialogue. 
In terms of tenor the role status of the teacher is institutionalised 
as higher than the pupils. T~is gives the teacher the right to question the 
pupils in such a way that presupposes they accept the teacher's frame of 
reference. As was noted in Chapter 5, this conclusion becomes obvious 
when the lexical analysis of the content classes is considered in 
percentage terms. 
That this continues to be the predominant teaching technology 
(Edwards, 1979) of the non-drama lessons recorded in the research sample 
is not in doubt. In fact what is remarkable is how similar the teaching 
styles appear to be across classes within the research material. Even 
further this similarity is apparent across national boundaries. 
English (Hargreaves, 1979); American (Hoetker and Allbrandt, 1969); 
and Australian (Little, 1981) examples show striking convergences of 
control strategies and questioning techfnques. 
One way of focusing on this convergence of methodology is to 
examine the kind of language initiatives the pupils make within a lesson. 
In central1y controlled classrooms the initiatives that are available 
to the pupils are contained within the teacher's frame of meaning and may 
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be quite 1 imited. 
If these "communlcatlonal1nltlatives" as they are called by 
Edwards and Furlong (1979, p.97), and defined by them as those speech acts 
that are not directly elicited by the teachers questions, are examined and 
compared in a series of. drama and non-drama lessons with the same class, 
some obvious differences can be noticed. 
The pupil initiatives in the following four non-drama lessons were 
collected at the same time as the "Mr. Rlak" drama sample (see Appendix 
Eight ). 
The class is a parallel mixed ability year 4 (9+years) of 30 
children. It is a co-educational class in a state school (N.S.W') in a large 
provincial city. All eight lessons were taught by the usual classroom 
teacher. She Is an experlenceCJ teacher with post-graduate qualifications in 
Language in Education. 
The four non-drama lessons were as follows; 
Lesson One: Poetry. 
The poetry lesson was based on a poem about "Loneliness". The 
teacher's aim as she put it, "was to appreciate the poem through 
questioning and discussion". 
The following language initiatives were taken by the pupils during 
th is lesson. 
PI Can I read it? 
P2 She didn't have any friends. 
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P1 What does 1t mean her heart is broken? 
P4 I have nobody to play w1th sometimes. 
P3 You feel really bad. I hate being alone. 
PS You can make friends w1th lonely kids. 
pg Mrs. F _, I haven't got a lead pencil. 
P4 Can I do cursive writing? 
P6 Do we have to draw a picture? 
Although five language initiatives indicate that the children are 
attempting to interpret the poem, most of the discourse was within a 
reasonably restricted range of styles. The teacher is stnl in central 
control of the classroom interaction. Most of the discussion was a result 
of the teacher's questioning and thus took the form of a direct response 
rather than an in1tiation of talk. 
Lesson Two: Creative Writing 
The aim of the Creative Writing lesson was to write a story about 
someone who had experienced feelings of jealousy and loneliness. The 
stimulus used in the lesson was a story about a chUd feeling jealous 
because his parents gave more attention to a foster Child, than they did to 
him. 
The following language initiatives were made in the lesson: 
P I It wasn't fair they gave Greg more attention. 
P3 They should have bought a bike for both the boys. 
P4 I wouldn't like to get less attention. 
PS It would have been better if they were treated equally. 
P6 Andrew had a right to be jealous and upset. 
pg Do we have to write a story? 
PlO Someone's ~aken my ruler. 
P 12 Mrs. F _, can we make up our own story? 
P4 What do we call it? 
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There was evidence of some pupil initiation in the discussion, but 
these were limited to small group interaction among pupils. 
Lesson Three: Mathemat ics 
This was a lesson on written problems. The pupils were familiar 
with the format used as it was a revision lesson. 
The communicative initiatives made by the pupl1s follow: 
P1 Do we have to do all the questions? 
P2 I like doing problems. 
P6 These are hard. 
P7 I don't get this problem. 
P2 What's the name in this problem? 
P7 What operation do we use? 
pg Is this a two-part problem? 
P6 What's the time? 
All the language initiatives taken by the children in the Mathematics 
lesson remained close to the teacher's frame of reference. There was no 
attempt to initiate action or explore knowledge for themselves. The 
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authority of the teacher as a controller of knowledge was clearly accepted 
by the pupils. 
Lesson Four: Modified Cursive Writing 
This was a revision lesson in Cursive Writing, concentrating on the 
letters ''1'', "t", "f". Par:ticular attention was drawn to the position of 
crossing the letters "t" and "f". 
The following communicative initiatives were made: 
P3 I always forget to cross the "t" above the line. 
PS Is this letter right? 
P 1 I've nearly finished. 
P2 I need a sharpener. 
P 1 Can I make up my own pattern? 
P6. I need a lead penci 1. 
P3 Can I do my pattern in colour? 
As was the case with the Mathematics lesson, the range of language 
Initiatives was restricted and all remained within the teacher's frame of 
reference. 
The four drama lessons were based on the theme "old people" and 
were representative of the strong "personal development" strand that 
occurred in the drama lesson sample. The theme was 1ntroduced through 
drama and followed up with three other lessons. All dramas had a common 
focus, the location of Mr. Riak who had mysteriously disappeared. The 
teacher took on a range of attitudinal roles while the pupils took on the 
roles of social workers for much of the "In-role" drama. For an extended 
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example of the complete text see Appendix Eight. 
Drama Lesson 1 
Much of the first session Involved the teacher and three children 
assuming attitudinal roles of people Investigating the disappearance of Mr. 
Riak. The teacher assumed the role of a social worker, the pupils assumed 
the roles of a detectiveJ a social security officer and a neighbour. The rest 
of the class were enrolled as a trainee social worker observing the 
progress of the case. 
The following language initiatives were taken by the pupils in role. 
P2 I guess being so oldJ he was very upset at having to leave at his 
age. 
P3 Imagine the poor old man without a place to live. 
P2 I think he was so upsetJ and not understanding the form wouldn't 
help. 
PI He likes to go down to the park sometimes to feed the pigeons. 
PI Wouldn't he nearly freeze to death these cold nights? It would 
be awful to be in the park alone at night. 
P I You know it must be sad for him, and I guess he rememb~rs back 
when he had his wife. 
P2 That means his cheque will come here next week. I hope he's 
here to collect it. 
PI Its really sad this has happened to Mr. Riak. I knew something 
was wrong. 
P3 Would he have anything to keep him warm? 
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P2 Do you think he meant to take these things in the bag? They are 
probab ly important to him. 
The shift into the Drama Frame had been negotiated in this lesson 
and this is shown by the speculative open ended hypothetical nature of the 
first two initiatives. These take place midway through the lesson after a 
clearly defined Questioning session in which the teacher took the dominant 
role. This helped to establish the attitudinal roles of the pupl1s who then 
felt free to use these language Initiatives. 
Drama Lesson 2 
In the first half of this lesson the In-role drama consisted of all 
participants adopting the role of social workers. The task was to examine 
letters found In Mr. Rlak's flat and hopefully gather useful information 
, 
about his whereabouts. The second part of the lesson involved the teacher 
and the pupils assuming roles in telephone conversations asking various 
emergency service authorities Questions that were designed to help locate 
Mr. Riak. 
The following initiatives were made; 
P4 Wouldn't he have found It a bit of a battle to pay that when he 
was on a pension? 
P4 Could we get some more information from the people who live in 
the flats? 
P3 Have you had any pension cheques returned or unclaimed? 
P3 Do you know any other people we could contact to help us with 
our investigations? 
p 1 0 Do you check up on parks and other community places for 
missing people? 
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P 1 0 No sign of some poor fellow looking lost or in need of help? 
pg It would De good if we could find him. We could put him in an 
old peoples home because he doesn't seem to cook very good 
food and that. 
P 11 I do hope we can find him because we're worried he could die of 
cold or be in need or urgent help. 
Once again in this lesson the first initiative by a pupil takes the 
hypothetical open ended form that Invites a sharing rather than 
judgemental response from the other class members ~nd the teacher. The 
shift in Dramatic Frame mid-way through the lesson allows the pupils to 
take over the role of questioners. The dramatic convention of the telephone 
encourages a direct questioning of the teacher in role while providing a 
high level of role protection for the pupils. The final Initiatives reflect the 
pupils' emotional invovement and identification with the problem and this 
is reflected In the complex1ty of the logical structure of the initiatives. 
Drama Lesson :5 
This session Involved the pupils in role as social workers searching 
the park area for Mr. Rlak. The class was divided Into search parties and a 
large map of the area was drawn on cardboard prior to the lesson. 
After the teacher's initial specification of the task was concluded , 
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the pupils' language initiatives began at once. indicating that the drama 
framework was operating and that the pupils were becoming quite 
confident in assuming their roles in the drama. The initiatives expressed 
elements of personal concern for the plight of Mr. Riak. as well as 
interpretation of evidence found in the park. These two themes can be seen 
in the following initiatives; 
PI Gee. I wish we could find the poor old man. It must be awful for 
him. 
P3 Imagine him without a coat. 
P4 He'd be pretty cold at night without it. 
P2 I would have stayed in the scout hall if I was him, at least It's 
warmer in that. 
P3 It would be hard for him without his hat. Do you remember the 
. 
neighbour said he always wore it wherever he went? 
P I There was no lace in the shoe. What do you think happened to it? 
PlO I was upset to see blood on the shoe. 
P6 Let's hope the poor old fellow won't die In the cold. 
PlO He seemed so lonely and sad. Do you think he might be hungry? 
P6 He was quite weird. Do you think he might be mixed up in his 
mind? 
The pupils enthusiastically searched the area and recorded their 
findings in drawings on the map. There was much free flowing hypothetical 
small group talk that was difficult to record. Viewed subjectively it 
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seemed to fo1Jow the patterns of small group talk as set out by Barnes and 
Todd (1977). 
Drama Lesson 4 
This was the final session of the drama series. The aim of the 
lesson was to interview the old man in the park and establish whether he 
was Mr. Riak. 
If he was Mr. Riak, the social workers would attempt to persuade him 
to accept their help. 
The children assumed the attitudinal role of social workers while 
the teacher-in-role assumed the character of the old man, Mr. Riak. 
The drama began with one social worker (pupil) questioning the man 
(Teacher) about his name. After some questioning, the social workers 
established the man's name. They then attempted to solve the mystery of 
his disappearance by asking a series of questions. 
It was in this session that the pupils clearly demonstrated their 
ability to take control of the communication system. The drama framework 
was firmly established and hence was capable of changing the range of 
language options available to them. The teacher took on the dramatic role 
of Mr. Riak. As she was no longer a social worker, she was without the 
expertise of the group. The drama framework was structured to limit the 
expertise of the teacher, while at the same time upgrade the pupils' control 
of the situation. This released a new range of language initiatives In the 
pupils because they, as experts, were able to take more control of their 
own learning and establish their own interpretation of the problems 
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encountered by Mr. Riak. The drama framework was operating in a way that' 
gave them the right to ask questions and make statements with certainty. 
The language initiatives taken by the children clearly showed that 
they were the ones controlling the communication system. The pupils 
continually asked Mr. Riak questions and he was the one who gave the 
answers. The children encouraged the teacher (Mr. Riak) to expand on the 
problems he was faced with. The following examples show this process in 
action: 
P3 What have you been eating? 
P2 Have people given you any food? 
P4 Can you walk with your sore feet? 
PS Do you have any rY!0ney? 
P6 Where did you sleep? Have you used the buildings in the park? 
PI Why didn't you ask for help? 
P7 What have you been doing? 
P8 Your foot looks very sore. How did you cut it? 
pg It must have been very cold at night. How have you stayed 
warm? 
P3 Why didn't you go back? People would help you. 
PlO Do you have any friends or relatives in Melbourne? 
PI Mrs. Watson, your neighbour was very upset, and she would like 
to help you. 
P4 Do you have any grand-children? 
P6 We are willing to help you. We have emergency accommodation 
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until we find you a place to llve. 
PI It must be awful out here on your own. Wouldn't you l1ke to 
_ come back and be with people? 
P7 Do you miss television and your Httle flat? 
P7 It must mean a lot to you. 
PS We might be able to get you back into the house. 
P 13 I know how you feel when you have nobody to help. 
P1 Yes, its lonely by yourself but we can help you. 
P3 We could get someone to help you in the house. We could also 
arrange meals on wheels. 
PS I know a lady who lives by herself and she would like to be your 
friend. 
PS Why don't you ring up your daughter and ask her to help? 
PI She really loves you and would Hke to help. 
~ 
P 12 Your grand-children probably don't even know what you look like. 
P 14 You've done everything for your daughter when she was little 
and that's why she loves you so much. 
At the conclusion of the session the drama frame was operating 
strongly as the pupils offered alternatives to the teacher in role. 
It can be seen in the comparison of the language initiatives in the 
above lessons, that the drama texts are not the product of an overall 
different teaching methodology on the part of the class teacher. 
When she was teaching outside the drama frame in the normal 
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classroom semiotic context, the pupils initiatives stayed close to the 
teacher's frame of reference and reflected the characteristics of the 
recitation. They exhibited the restricted range of language uses available 
to the pupl1s as reported by Sinclair and Brazl1 (1982). 
The drama texts need to be seen as the product of the different 
interaction patterns that the Drama Frame provides for the In-role 
partiCipants. This specific genre structure for drama c~nfirms the results 
, 
of ear11er research into the relationship between the drama frame and 
language use (Carroll 1980a) and (Schaffner 1984). An examination of an 
extract from Drama Lesson One in terms of its Situational Description 
makes this point clear. 
Lesson 1 Mr Riak Appendix Eight 
( Teacher in role as social worker, pupils in role as detective, 
social security officer and neighbour.) 
T Did he write anything on the form at the Social Security Office? 
P3 Not really, he didn't understand It. 
T Old he leave before you had a chance to help him? 
P3 Yes, unfortunately he did. 
T He might have wanted emergency housing. 
P2 I think he was so upset, and not understanding the form wouldn't 
help. 
P 1 He llkes to go down to the park sometimes to feed the pigeons. 
P3 I wonder whether we should check there. 
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T That's an idea. 
PI Wouldn't he nearly freeze to death these cold nights? It would 
be awful to be in the park alone at night. 
T Maybe he's a bit mixed up in the mind at the moment. 
PI He was getting forgetful, and very lonely. 
T I thought he must have been. 
PI You know it must be sad for him, and I guess he remembers back 
when he had his wife. 
T I imagine he's like a lot of old people, when they lose their 
partner and give up work, they feel they have no purpose in life. 
P3 Maybe we should send out a search party. 
T Yes. How long has he disappeared for? 
PIA bit over a week now. 
T Yes, that's too long. 
P2 It sounds like the man needs help. 
T Was he receiving a pension Mr. Walker? 
P3 Yes, I think he was. It will be on our records in the office. 
P2 You could check your records for change of address. 
P3 I will check up. 
T That's a good Idea. 
P2 That means his cheque will come here next week. I hope he's 
here to collect it. 
T Perhaps Mrs. Watson you could keep an eye out. 
PI It's really sad this has happened to Mr. Rlak. I knew something 
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was wrong. 
T It certainly is. 
P3 Would he have anything to keep him warm? 
T I don't think so, only his coat perhaps. 
P2 Do you think he meant to take these things in the bag? They are 
probably important to him. 
T Yes, I would say so. 
P3 He must have been really upset not to take his things. 
Situational description. 
Field: Drama in Education; Framed Role play and Mantle of the 
Expert Drama technique within a classroom context. Co-operative 
discussion attempting to solve the problem of a missing person. 
Tenor: Teacher and Pupils framed within drama roles as social 
workers, participants have equal status within the interaction. All 
participants assume "professional" expertise. Questions of information 
asked by both teacher and pupils. Verbalin1tiatives taken by teacher and 
pupils. 
Mode: Shared spoken discourse, co-operative exploratory, problem 
solving. Language of informal meeting between peers. Text is whole of 
relevant activity. 
The field is interaction within the classroom context, but the 
Frame (Carroll 1985) has been shifted to allow Drama-In-Education 
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techniques to be used. The nature of the social action is co-operative 
discussion. The tenor of the discourse is that of professional equals 
discussing a mutual problem. This Is a clear example of role-shifted 
discourse operating within the drama frame. The mode Is shared spoken 
discourse themically focussed and topically oriented. Spoken language is 
the whole of the relevant activity. 
The difference between the language initiatives of the drama 
context and those outside the Drama Frame is that the form of the 
non-drama initiatives usually stays within the teacher's frame of meaning 
and always operates in the social reallty of ascribed roles within the 
classroom context. 
. Chi\drE"II'o As Edwards and Furlong (1978) pomt out almost none of those,.they 
observed chose to define what the next piece of interaction was to be 
about. This was also the case In the four non-drama lessons of the above 
sample. They occupy a fairly narrow range or styles and stay firmly within 
the teachers frame of reference. 
As Peter Doughty (1972) also notes, the single most important 
element in a learning situation is the participanrs view of what language is 
appropriate for learning. This is largely determined by the assigned role 
structure institutionalised by the terms "teacher" and "pupil" within the 
contextual configuration and realised In the generic structure of the text. 
Both teachers and pupils use their relationships as a basis for 
expressing and assigning meanings, and in doing so they continually 
reconstruct the relationships they have with each other In the classroom 
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context. However, as can be seen in the above drama lessons, the 
contextual configuration Is not only altered by the specific language genre 
but the language genre itself is influenced by the operation of the Drama 
Frame. 
It Is clear that even before any further analysis Is attempted there 
are significant differences from the expected range of pupi1~ language use 
within the classroom when drama Is being used. This suggests the changes 
that have occurred are functionally related to the ability of the Drama 
Frame to change the contextual configuration, the genre and ultimately the 
texts that occur between pupils and teachers within it. 
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A SPECIFIC GENRE FOR IN-ROLE DRAMA 
The drama of classrooms allows us to employ our own views whilst 
experiencing the nature of the tensions (of the theatre). So in the act of 
making things happen, we think, wonder, communicate, and face up to the 
results of our decisions and actions. The most 'important part of it seems 
to me to be the chance to build up the power to reflect upon our actions. 
Without this reflection process the full use of this work is never 
exploited. This demands the building of a storehouse of images and also 
language with which to reflect. . 
Dorothy Heathcote, Sydney Lectures. 1975. p4. 
It is clear from earlier chapters that any text is determined by a 
contextual configuration and a genre specific semantic potential. The 
examples of In-role drama between pupils and teachers exhibit very 
different qualities to those of pupils and teachers working in the more 
fami I iar context of the non-drama lessons. 
These differences are such that their consistency, despite a wide 
range of subject areas, encourages the notion of a specific language genre 
for In-role drama. 
Hasan (1985) makes the fol1owing specification of what counts as 
a single genre. 
1. A genre is known by the meanings associated with it; in fact 
the term "genre" is a short form for the more elaborate phrase 
"genre-specific semantic potential". 
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2. Genre bears a logical relation to contextual configuration, being 
its verbal expression. If contextual configuration is a class of 
situation type, then genre is language doing the job appropriate to 
that class of social happenings. 
3. Genres can vary in delicacy In the same way as contexts can. 
But for some given texts to belong to one specific genre, their 
structure should be some possible realisation of a given generic 
structura 1 potent i a 1. 
4. It follows that texts belonging to the same genre can vary In 
their structure; the one respect in which they cannot vary without 
consequence to their genre-allocation is the obligatory elements 
and dispositions of the generic structural potential. 
(Hasan, p. 108). 
In terms of specifying a genre for drama that allows a frame shift 
to occur, the contextual configuration must be able to predict; 
1. What elements in the text are obligatory. 
2. What elements in the text are optional. 
3. What sequence of elements must occur. 
4. Where elements in the text can occur. 
5. The level of iteration of elements within the text. 
Element here Is not used in any syntactic unit (eg. clause) or 
message status in the sense of structure. These elements are elements of 
meaning, and can be seen as a stage in the progression of a text. The text 
is considered the unit of meaning; that Is, language functioning in a 
context. In the case of drama it Is role-shifted discourse within the 
Drama Frame. 
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The following configuration of obligatory and optional elements 
marks the boundaries of one drama genre involving role shifted discourse 
by both teacher and pupils. 
The obligatory elements define the genre to which a text belongs 
and the appearance of these elements In a specific order determines the 
text as complete or Incomplete. The optional elements may appear in 
texts within the bounds of its overall structure. 
This sort of analysis would appear to meet the criteria of adequacy 
proposed by Sinclair and Coulthard (1975 ) and elaborated on by Stubbs 
(1983) for specific language genre identification. The proposed analysis 
does meet the following specifications; 
(a) The descriptive categories should be finite in number, otherwise 
there is only the illusion of classification. 
(b) The descriptive categories should be precisely relatable to their' 
exponents In the data, otherwise the classification will not be replicable. 
(c) The descriptive system should give comprehensive coverage of 
the data, otherwise it is possible to ignore inconvenient facts. 
(d) The description should place constraints on possible 
combinations of symbols. otherwise no structural claims are being made. 
Stubbs 1983 (p.61) 
The important difference between the specific defln1tlon of this 
one drama genre and natural language is the amount of conscious 
structuring that occurs as part of the artistic struggle for form. Both 
teacher and pupils are aware of the drama frame and so the status 
181 
conventions that are unconscious assumptions 1n everyday discourse 
become more obvious. They are fore grounded, and simplified, In the 
assumed role world of the drama. This move towards theatrical ity allows 
a much tighter specification of genre status to be made than may be 
possible in unstructured discourse. 
The range of elements that make up this specific drama genre Is 
as follows. 
Diagram 1. In-Role Drama Genre 
Obl1gatory Elements OptIonal Elements 
Foreshadowing (FS) 
Frame Change Negot lated (Fe) 
Teacher Role-Shift into 
Drama Frame (TR) 
Pupl1s respond in Role (PR) 
Initiation (I) 
Response (R) 
out of Role Frame 
Re-established (OR) 
Commenting (C) 
Focusslng (F) 
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As a first example the following text (Text 1) already discussed in 
Chapter Six (p.78) is considered as one containing obligatory elements and 
one optional element. However before it is considered in terms of genre a 
brief summary of its situational context is required. 
Contextual configuration of Text 1 
Field: Classroom Lesson, Drama in Education, concluding theatrical 
ceremony. 
Tenor: Teacher and pupils, framed discourse, behaving as if 
members of tribal group. In-role co-operative endeavour. 
Mode: Public formal language. Significant non verbal movement and 
use of symbol objects as visual element in text. Music as part of 
significant meaning. 
TR 
Text 1 
The Staro People Tape no. 96:28 Appendix Five 
Are we ready? ..... 
(Silence) 
(in role as tribal member, director of the ceremony). 
It is time for the ceremony of the three objects when the 
Staro People present to the altar the three things they 
value the most. 
(Drum beats - ceremonial procession begins) 
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P 1 (In role as tribal member) 
We share the food in this bowl because we are the Staros. 
PR (All members of group place food in bowl - ritual shartng 
as all drink from bowl). 
R 
WlIl the second group now come forward. 
(Procession carrying pupil as slain deer comes forward 
to drum beat). 
The staro People use the knife to kill animals, and to 
survive on. (Knife held up and presented to group, placed 
on altar). 
Will the second group return. Will the third group come 
forward. 
(Procession carrying belt moves forward). 
P3 This 1s the belt we love w1th our hearts but we have to 
R give away. 
(Ritual presentation of belt). 
c The ceremony's now complete. (Drumbeats - silence ... ..). 
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OR T (Out of role) Thank you, that was very powerful, did you 
enjoy that? 
Ps Yes,yes 
T Right, good I wonder what kind of people the Staros are? 
The obligatory elements in Text 1 can be expressed as, 
Fe .. TR .. PR " I .. R .. OR, 
with the caret sign" showing the order of the elements. The optional 
element C appears late in the sequence but can appear anywhere after FC 
and before OR. Other optional elements do not appear in this text. I t is the 
appearance of the obligatory elements that determine the generic structure 
as one of In-role drama. 
In Text 1 there are some elements I and R that appear more than 
once. This iteration or recursion (Hasan, 1979) of I and R Is very common 
in such texts and it is open to both teacher and pupl1s to instigate the 
sequence. 
The optional nature of the iteration of these Obligatory elements 
produces the long sequences of discourse characteristic of this genre and 
also allows the pupils to take the initiative within the Interaction. 
This is one of the characteristics of this genre that differentiates It 
from normal classroom interaction. What Is needed Is a structure that can 
incorporate the above elements. 
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The following generic structure potential for the contextual 
configuration that represents this form of In-role drama Is as follows; 
'" r. r':\ [ (Fs) " FC] " [(C.). ( .). (TR" PR) " (I " R) ] " OR 
Key to Symbols 
= exclusion of all other elements. 
= sequence, order of elements. 
( ) = optional element 
• 
= more than one option is sequence . 
( } = elements within braces are linked. 
,n = recursion or iteration. 
,,:"""\ 
( } = degree of iteration within braces is equal. 
The square brackets represent the exclusion of a1J other elements 
so that In any Instance of In-role drama genre, Foreshadowing Fs, and 
Frame Change FC must occur before any other elements In the structure. 
The round brackets ( ) Indicate optional1ty of the enclosed 
elements. Anyone or more of these elements mayor may not occur In a 
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text embedded in the contextual configuratiQn of In-role drama. In terms 
of Text 1 , the element Foreshadowing (Fs) does not occur as it is 
optional. 
In this case as the pupils had been working in and out of role for 
some time (See Appendix Five), it was not necessary for the teacher to 
invoke it. The caret sign" indicates the sequence of elements. If 
Foreshadowing (Fs) occurs then it must occur before the Frame Change (FC). 
Similarly both elements in the first square brackets [(Fs)" FC] must 
precede all elements in the second set of square brackets. In drama terms 
the Frame Change must be a deliberately selected point of view that all 
participants are aware of. The participants must realize that it is drama 
not life they are engaged in. 
The dot . between elements indicates more than one option in the 
sequence. In Text 1 the dot between the two elements in the optional 
rounded brackets ( 2) . ( r) indica~es that: 
- C and/ or F may/may not occur. 
- If both occur then either C may precede F or follow It. 
- Neither C nor F can occur outside the second square brackets. 
However both of these elements have a further specification 
within the curved brackets and that is the curved arrow of iteration 
Thus ( C. ) indicates: 
- C is optional 
- C can occur anywhere within the second square bracket. 
- C can be iterative. 
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If the actual structure of Text 1 is recorded, it has the fol1owing 
form, 
FC " TR " PR .. I " R " I " R" C " OR , 
I t can be seen that C occurs towards the end of the sequence when the 
teacher comments on the preceding dramatic action but before the out of 
role OR element which is outside the square brackets. 
For any individual the option of being a spectator or commentor on 
their own participation within the drama frame is an element that is 
always present and links this drama genre to the artform of the theatre. 
Just as the element C comments on the dramatic action from 
inside the role and is close to the spectator end of the continuum, so the 
element Focussing F is a comment about task orientation and is much 
closer to the participant end of the continuum. This element often 
Identifies the participants concern with the task at hand and l1ke C does 
not necessarily require a response from any participant. 
The elements within the braces (TR" PR) are l1nked together as a 
sequence. Once the teacher initiates the role-shift into the Drama Frame 
the next Obligatory element Is the pupils response in role to the newly 
establlshed circumstances. This sequence must take place so that the 
"no-penalty" protection of the Drama Frame is brought into operation. The 
degree of role protection the teacher sets up will depend on the dramatic 
convention used and the role distance from the event that is built in to the 
interaction (see Diagram 3. in Chapter 8. Role Distance ). 
This sequence established the drama frame on a f1rm basis so the 
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drama can now move forward to deal with the frame shifted context has 
been establlshed. In terms of sequence the next element that is Obligatory 
r\ 
is Initiation and Response (J .. R} . These are the elements that allow 
the drama to operate in the role-shifted time continuum that is an 
essential part of the genre. 
These elements allow the "realm of expectancy" (Heathcote, 1986) 
to build on itself. Any In-role language Initiative, I contains within It 
the possibility of an In-role future and recognises, by implication, its own 
past. 
The Response R builds on these two concepts and so the solidity of 
the drama frame with Its implied past and future actions .allows role 
identification and by implication role freedom for the participants. 
Both teacher and pupns are released from the institutionalised role 
context of the classroom. This allows the Initiative I to be taken by pupil, 
or teacher depending on the drama roles that have been established. The 
Response R then operates much more Hke non-hierarchical discourse 
(Hasan, 1985) than the asymmetrical discourse of the classroom context. 
This allows the teacher and the pupi Is to temporar1Jy use the 
discourse of peers within the drama frame. There can be rivalry, 
acquaintanceshi~ friendship, indifference, boasting and so on with the 
control of the interaction, that is the Initiation of discourse, passing from 
one participant to another much as it does In casual conversation (Ventola, 
1979). This is shown In the element represented by the curved arrow ~ of 
Iteration. Typical of this genre is the repeating of the elements of 
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Initiation and Response as ~drama develops. The braces around these 
r\ 
elements and the curved arrow ( ) indicates that the degree of 
iteration for the elements within the braces is equal. If I occurs twice 
then R will occur twice, either verbally or non verbally. After every 
exchange of {I" R} it is possible for either the pupils or the teacher to 
, begin another one because of the non-hierarchic nature of the drama frame. 
This option is rarely possible in the classroom context where the 
teacher maintains institutionalised order through the control of the 
communicational systems. 
"""" ' In Text 1 the element (I" R) occur twice and is instigated by 
the teacher both times. That this does not have to be the case can be seen 
from the number of Initiations that are instigated by pupils in the Mr. Riak 
text. 
The final obligatory element is that of the re-establishment of the, 
Out of Role Frame OR and entry back into the normal semiotic context of 
the classroom. 
Like the Teacher Role shift TR at the start of the drama, this is 
the preserve of the teacher. These are structuring moves that must be 
clearly signalled to the class so they realise it is the Drama Frame and not 
the "real1ty" of the classroom context that is operating for the duration of 
the drama. There are many different Drama Genres and this description of 
one of them is not meant to be inclusive of all the range of In-role work 
that occurs in Drama in Education. However it is a genre that fits the 
collected sample as the following texts illustrate. 
Contextual Configuration of Text 2 
Zybons Tape NO.43:00 Appendix Five 
Field: Classroom Lesson, Drama in Education. A meeting is in 
progress. Discussion of forthcoming action. 
Tenor: Teacher and Pupils. Framed discourse, all behaving as 
members of an alien race the Zybons. In-role discussion. 
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Mode: Mix of public statement and informal speech. Speech is 
major component of relevant activity. One symbolic non-verbal 
communication. 
TEXT 2 . ZYBONS TAPE NO. 43:00 Appendix Five 
(teacher and pupils in role as Al1ens ). 
FS [T We come to the last moment of our drama, we have to make 
a choice. OK everyone sitting, Zybons sitting. 
I'll put on my robe and then we're going to make the final 
decisions. 
FC PI Commander. 
P2 Most of them were bad weren't they? (as aside to other 
pupils) 
LT 
TR[ T 
PR [
Ps 
T 
T 
R lP3 
[ T 
R [ P4 
[ T 
R [ PS 
[ T 
R [ P6 
[ T 
R ( P7 
I [ T 
R [pe 
Readyl 
(in role as Zybon commander) 
let me see the mark. 
(in role as Zybons - give salute and utter sound) 
Howa Howa 
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It 1s now time for us to make a decision whether we think 
the Earth people should be saved or should not be saved. 
You have seen their I ives, you have seen how they behave. 
What 1s your decision? 
How do you feel? 
Oh well, I think we should mind our own business and forget 
about them. 
And what do you feel. 
Just leave them alone, it's their lives. 
And what do you fee 1. 
Killl 
And what do you feel. 
Exterminate them. 
And what do you feel. 
Some people should be saved. 
Some people should be saved, we seem to have a range of 
. ideas, yes? 
The bad peop 1 e shou 1 d be kill ed and the good peop 1 e shou 1 d 
be saved. 
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[ P4 How do we know the bad from the good? 
R [ T I don't know. 
[ pg We shouldn't kill them, we should just leave them alone ..... 
R [T I t's your decision ..... 
T (out of role) Right, what I want you to do is to talk to the 
person next to you and see t f you can come up with a 
solution 
OR because we have some good people and some bad people. 
Ps (out of role - inaudible - overlapping discussion - very 
animated talk). 
The structure of Text 2 is as follows; 
If'""\ 
FS .. Fe" TR .. PR" [ I" R ] .. OR 
'8 
Of the eight iterations of (I" R) the last two are instigated by the, 
puptls and responded to by the teacher tn a way that is unlike the 
, 
evaluation/follow up of the more usual I. R. F. structure of classroom 
discourse, This text does fit the obligatory elements as latd down tn the 
generic structure of In-role drama and Is typical of many such exchanges. 
A very different text from the same Zybons drama, Text 3 that Is 
however still within the In-role genre, makes the non-hierarchical nature 
of the I R elements very clear. 
TEXT 3: Zybons Tape No: 16:46 See Appendix Five for 
complete text. 
(Pupils in role as Zybons questioning teacher as Earth truck driver). 
FC 
TR 
PR 
C 
R 
R 
[ 
[ 
[ 
[ 
[ 
[ 
[ 
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T Ready, when I sit down you are Zybons who are to question 
me. Because these people have been plucked out of Earth 
and brought here to the space ship to be questioned. And 
your job is to find out whether the Earth should be saved or 
not. 
T The tribunal is now in session. 
(Teacher sits in chair) 
T (in role) Oh! What happened to me? What do you people 
want? 
PI (In role - using mechanical voice) 
We ask the questionsl 
T Ohl all right, this, this is very strange. 
PI Why do you destroy each other? 
T Don't ask me, I'm just a truck driver. I don't destroy 
anybody. 
P2 Why do you drive trucks? 
T Well, I've got to earn a llving don't I? 
{I .. R} 
\6. 
[ PI Why? Do you know Its against the law when you drive fast. 
R r T Well, I mean the laws are there only to be broken aren't 
l 
OR [ T 
they? ....... 
(Teacher moves from seat) 
(out of role) O.K. right. Now what do you think about 
that truck driver. What sort of person was he. 
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In this text there are nineteen iterations of (I .. R) all directed by 
the pupils containing demands for clarification ( What is "paid" ) and 
moral judgements ( That's just careless). This is a reversal of the more 
usual classroom context with the pupils determining the shape of the 
discourse rather than the teacher. 
The actual structure of Text 3 is as follows; 
" FC .. TR .. PR .. C" [ I .. R] .. OR 19 
which satisfies the criteria for belonging to the In-role Drama genre. 
Of course there are texts that begin to take on the form of an 
In-role Drama genre but that fail to fulfil the required obligatory elements 
f or genre status. 
A form of discourse that sometimes disrupts the genre structure is 
that of a pupil who deliberately chooses, whl1e in the Drama Frame to 
make an out of frame comment. For example in the "Early Days Drama" 
(Appendix Five) when the teacher and pupils are in role as convicts 
complaining about the quality of the food and refusing to work until they 
get their breakfast the following frame break occurs; 
T (In role as convict) I'm not going to do any more work untl1 I get 
my breakfast! 
Ps (In role as convicts) Yeah, we want our breakfast. 
P 1 Yes, I want toast and marmalade! 
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Although 1311 three remarks could be seen as Comments C and 
therefore within the bounds of the generic structure, the final one Is of 
quite a different nature. 
Here the pupil deliberately breaks frame. In this case It Is partly as a 
joke, partly as an alienation device to provide protection for himself and 
avoid commitment to the drama, and partly to test the teacher's 
commitment to the non-hierarchical way of working within the drame 
frame. As the rest of the class was committed to the drama and wished to 
maintain the "as jf" nature of the world they had created, his comment was 
ignored by both pupils and teacher. It was if he had committed a verbal 
indiscretion that was politely overlooked by the rest of the participants 
and so the nature of the genre was preserved. 
On other occasions the frame break comment can be such that the 
teacher is forced to realise the out of role element OR immediately and 
negotiate with the class in the normal classroom context about what has 
happened and where the drama should go. 
Short of thIs move from role-shifted genre of the Drame Frame to the 
classroom genre there are verbal interactions that sometimes occur to 
make sure the obligatory elements are adequately real1sed. For example If 
the teacher role shifts into the Drama Frame TR and the pupils do not 
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respond in role PR then the teacher wll1 revert back to negotiating the 
Frame change Fe and the text will not appear as a fully formed example 
of the genre. 
Another sort of interaction may also occur when an Obligatory element 
is only partly realised. For example ~ teacher.may Initiate I but get no 
Response R . There may be a period,rephrasing and renewed Initiation 
before a Response is gained. In this case the whole sequence of 
interact ion would be considered as one examp le of the adequate 
realisation of an obligatory element. 
A final text (Text 4) which contains all the elements of this In-role 
genre is taken from the Discovering Ancient Central America Drama, 
Appendix. 
Contextual Configuration of Text 4 
Discovering Ancient Central America Tape no. 03:21 Appendix Five 
Field: Classroom Lesson, Drama in Education, Opening sequences. 
Group Discussion of problem. 
Tenor: Teacher and Pupils, Framed discourse behaving as members of 
comm i t tee, engaged In co-operat ive endeavour. 
Mode: Spoken language of informal group, plus mixed mode. Written 
language spoken aloud. 
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Text 4 D.A.C.A. Tape No: 03:21 Appendix Five 
T So this time again, when we put back on the tags I'm going 
to talk to you as if you are experts, as if you are people 
FS from Sydney and I want you, as experts in the Central 
American Exhibition we've got here. And I want to see if 
you can really answer just that way. 
Are you prepared to go again? 
Ps Yeah. 
Fe T Right, tags on everybody. 
Ps Tags on, .... OK man ..... tags on. 
[ 
T (In role) Good afternoon ladies and gentlemen, I'm very glad 
TR that you've been able to make it here this afternoon. Ah, did 
any of you have any trouble parking out the front? 
PR [ Ps (In role as members of the committee) No, no. P2 Traffic jam though. 
[ T Has anyone seen the ......... sorry? 
R [ P2 A traffic jam. 
[ T Yes. There have been bad traffic jams on the way from Sydney. 
R [ Ps (inaudible) 
I [ PS The cars are out the front now. 
R [ T Yes I realise that, 
r 
has anyone seen the people, the people from the Museum, 
R 
R 
, 
, 
I 
L 
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have they arrived yet. 
[ Ps Yes, yes they've arrived. 
[ 
T Good, thanks very much, we 11 as you know, we have had 
some problems haven't we? Problems with the exhibition. 
[ PS Yes. 
T And I not ice here that you have got the letter, received the 
letter from the Discovering Ancient Central America 
F Authority. Perhaps I had better read it out for all of you 
who didn't read it earlier. 
(letter is in large poster form pinned to wall) It says, 
"The Authority is concerned by the loss of part of the 
exhibition material especially the lack of an explanatory 
booklet to go with the display. It is considered important 
F(cont.) if the exhibition is to be a success. To that end the 
Authority urges the committee, (that's us I'm afraid) to 
compile a booklet outlining interesting items in the life of 
the people. This should be in plain language so the people of 
B can understand it. The authority will send an 
observer to report on your progress". 
Wel1, it's a bit of a problem, I seem to recall that the last 
time we met, the various work groups decided on some 
things, I wonder if you could refresh my memory as to some 
of the things we had in fact decided? 
R r PS We had the names of those uhm - pictures. 
R 
R 
R 
I 
I 
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L P6 The Gods. 
[ 
T They were Gods were they, hm, we actually had the names 
of the Gods ah yes, I do recall this one was um ..... 
[ PS The Death God. 
[ T Ah right that was the Death God uh, and what was this one down here I'm, .......... . 
[ Ps The Corn God, Corn God. 
T Ah yes, I remember that now. And of course we had 
something over here, a group was working over here on 
these. What was going on, can anyone enlighten me on 
that, yes. 
[ 
P7 Well ah, we ~ere going to write so somebody would know 
what was go tng on. 
T That's right, I remember that when we were trying to work 
that out. It's a problem because we've got this letter and 
we have to get on to do something and I'm not quite sure 
what we should do ...... next. I say' we should uh ...... . 
R [P2 They might be giving us a clue! 
C Wel1 they are certainly tel1ing us we should get on doing 
the booklet.. ... 
T (Out of role) So, can everyone just take their, can we just 
stop there, take the tags over the top of your heads ..... . 
Now I wonder, if you were an expert we would know 
OR something about these things wouldn't we, we would have 
to know a lot about these and I don't really know a lot 
about these, do you? 
Ps (Out of role) No, no. 
The structure of Text 4 is as follows; 
r"\ 1'"'\ FS .. FC .. TR .. PR .. ( I .. R) .. F" ( I .. R) .. C .. OR 
5 5 
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This text satisfies all criteria in terms of obligatory elements as well 
as realising all optional elements of the In-role Drama Genre. 
As already noted these elements merely represent a stage of some 
consequence in the progression of a text. This is a descriptive 
terminology designed to allow an understanding of the interdependence of 
text and context in relation to the framed discourse of drama. It is not 
implied that there is a universal formal equivalent in syntactiC terms for 
these elements. ,Although 1t is often the case that a sentence may 
represent an element, 1t does not have to be so. In some texts several 
interlocking' statements will be required to realise an element. Similarly 
there is no formal equivalent to dialogic management statements (for 
example, turn), although the I" R sequence is locked together. 
Even further it is not implied that elements can be strictly applied to 
message status events (for example, offer - receipt) in any formal way. 
The text is the unit of meaning. It Is a genre that is functional in a 
specific contextual configuration. 
Each contextual configuration will of course be unique, but what Is 
important is the significant similarities between these many instances. 
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The configuration can be thought of as the expression of a type of 
situation, the situation of In-role Drama and this is realised by two kinds 
of meaning within the genre. Those meanings that are relevant as 
components of the individual messages within the genre and those that are 
relevant to the structuring of the overall message form of the texts 
within the genre (Hasan, 1985). 
In Text 4 the individual meanings appear coded as "The Death God" or 
"The Corn God", and are particular to that text. The meanings relevant to 
the overall message structure are those that form the obligatory elements 
of the genre as outlined. Obviously these two kinds of meaning are related 
since the individual meanings are used to construct a particular element 
of the generic structure. So the contextual configuration and the generic 
structural potential together define the text. 
However, to be able to see Drama texts in this way is a useful tool 
because it enables individual texts to be seen as members of a class of 
texts with common structures. They can then be claSSified in such a way 
that general statements made about genre reflect the close relation 
between text and context. 
The elements of this drama form are therefore open to inspect ion in a 
new way. This interdependence between text and context can then go some 
way to explaining why it is that the discourse of the Drama Frame allows 
a new range of language initiatives for the pupils as well as producing a 
very different distribution of content focus within drama texts when 
compared to non-drama texts. 
, 
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I N-ROLE DRAMA AND THE LANGUAGE OF THE CLASSROOM 
When I am called 'teacher' and the others 'students' there are 
questions of power to be dealt with in terms of their expectations, built 
up over a long time in school. I have to provide 'comfort' without betraying 
my own goals which is to give power away. Some classes can't believe this 
and so at first I may have to take the power they expect one to take. Also, 
because I am a teacher and have chosen to work through drama, I have to 
awaken both the participant and the spectator in each member of the class. 
When the two are present, we can learn and partiCipate in the art form. 
Dorothy Heathcote, From the Particular to the Universal. 1980. 
It has been established that the language of In-role Drama 
constitutes a separate classroom curriculum genre. This genre allows a 
wider range of language initiatives for pupils than is normal in the usual 
classroom context. The final step in this process 1s to examine, in a more 
specific way, how the language of the framed discourse of Drama differs 
fromthat of normal teacher pupil interaction. 
The data on the discourse of 10 year olds from the Primary 
Language Survey of Tasmanian schools (little 1983) can be compared with 
the data collected from the drama sample since both hav~~sified 
according to the analysis of content based on Roget's Thesaurus as 
outlined in Chapter Six . 
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Both sets of data were then further analysed to determine the 
statistical significance of the percentage differences between the 
categories. (See Appendix Nine for this description). 
Accepting a probability level of 0.10 as being reasonable for the 
data, seven statistically significant comparisons emerged from the data. 
Consequently it can be claimed that the language of teachers in the 
Primary Language Survey differs significantly for three variables in the 
Thesaurus analysis whEm compared to teachers in the Drama sample. 
Similarly it can be claimed that the language of pupils within the 
In-role Drama sample is significantly different for two variables when 
compared to the language of the pupils in the Primary Language Survey. 
The overal1 samples when compared proved to be signif1cantly 
different for two variables within the classification system. These 
variations are explained in detail below. 
The Primary Language Survey when analysed in terms of the 
Thesaurus programme gave the following breakdown into nouns and 
nominal groups as an aspect of the Ideational Function of language. 
TABLE 1 
Teacher 
Pupil 
PRIMARY LANGUAGE SURVEY RESULTS 
Matter Person Mind Society 
61.0 14.0 20.0 5.0 
70.0 4.0 21.0 5.0 
Figurative 
o 
o 
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The most striking feature of Table 1 is the high concentration of 
discourse concerning matter. 
As Graham Little notes (1983) of the Primary Language Survey, care 
was taken to sample normal classroom proceedings so that the tape 
recorded speech was generally representative of what usually happened in 
the classroom for a cross section of the pupils. As well as this an 
attempt was made to record samplesthat were typical of the teachers 
discourse. 
It is relevant to note that there was virtually no drama of any sort 
in the sample and that small group discussion was rare. Very orthodox 
classroom practice based on the "recitation" was the predominant teaching 
methodology. Little (1983) interprets the above results in terms of the 
strength of Positivism as the theory of knowledge underlying school 
discourse. 
The results of this survey strongly reinforce some already 
mentioned trends which enable the following comments to be made about 
the language forms fostered by the schoo 1 s. 
According to the survey results it can be stated that about two 
thirds of classroom language is, 
'* material in content 
'* informational in purpose 
'* concrete and generalised in levels of abstraction 
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* public or academic in sense of audience. 
The positivistic nature of the school discourse can be seen in the 
emphasis placed on objective matters of material fact as opposed to a 
concern for society, cognitive matters or persons. 
The comparable figures for the drama sample show a range of 
significant variations. 
TABLE 2 DRAMA LANGUAGE SURVEY RESULTS 
Matter Person Mind Society Figurative Not 1n 
Teacher 39.4 
Pupil 38.9 
3.00 
4.2 
29.3 
28.0 
25.3 
25.0 
1.60 
2.9 
Lexicon 
1.4 
0.8 
The first difference that is noticable is that the Drama figures have 
an extra column in them. This is the "Not in lexicon" classification and 
refers to those words outside the bounds of the computer generated 
lexicon. Rather than reclassify these words wh1ch do not appear 1n Boget 
it was felt that they should be left as a separate class since they appear 
1n the raw data. 
Each of the variables in the Primary Language Survey can be 
compared to the corresponding results in the In-role Drama sample. As 
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there are significant differences between teachers and pupils within the 
one sample it is important that the individual components are considered 
separately before the overall pattern of discourse is examined. 
I f the language of the teachers in the Primary Language Survey and 
the Drama sample is compared, the first obvious difference relates to the 
percentage of matter that appears in the discourse as shown in Table 3 
below. 
TABLE 3 TEACHER LANGUAGE COMPARISON 
Matter 
Primary Language 61.0 
Drama Language 39.4 
Person Mind 
14.0 20.0 
3.0 29.3 
Society 
5.0 
25.3 
Figurative 
0.0 
1.6 . 
The teacher's discourse as represented by the primary language data 
is 61 % to do with matter, whereas the drama language sample is 39.4% 
concerned with matter. This is a significant difference at the .05 level 
and reflects the shift In emphasis that the drama frame Is capable of when 
the controlling question strategy of the recitation no longer has to be 
employed. 
As noted in the Primary Language Survey (p.23-24) this high level 
of matter in classroom language, 
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confirmed previous findings about what may be termed the "positivism" 
of schoollanguage; its "nothing but facts" approach in practice. whatever 
the theory. 
Positivism is no longer a theory of knowledge seriously regarded In 
philosophical or scientific circles. yet it apparently lingers on in the 
school systems. Educationally. it leads to a narrow curriculum from which 
Important content and processes are excluded. and Important 
communication skills are not cultivated. Its avoidance of hypothetical. 
abstract thinking Is In effect highly authoritarian. as It leaves the learner 
In the position of having to accept conclusions on trust. without knowing 
or being able to evaluate their validity. 
These kinds of considerations have led to encouragement of a more 
"humanistic" approach. not neglecting the items which Positivism values. 
but not restricting schooling to them. either. 
Little, (1983) 
It is not that content is not important in drama, rather the focus of 
the classroom interaction has shifted away from the "coping strategy" of 
. 
classroom control through concrete questioning in an attempt to define a 
new methodology. At times in drama the teacher deals with a high degree 
of content as this extract from the drama shows. 
roads. 
Zybons 16:46 ( Appendix Five) . 
(Pupils in role as Zybon aliens, teacher in role as truck driver) 
PI (in role) What is a truck? 
T (in role) A truck Is a - well a truck is just a big vehicle I pull 
loads with. 
P3 What is a vehicle? 
T Its a thing with wheels that we put loads on and we carry on 
P3 What sort of loads do you carry? 
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T I carry lots of things, I usually carry petrol. 
P4 What is a load? 
T It's a lump of stuff you take from one place to another. 
This is almost a reversal of the positivlstic fact controlled 
classroom context. The puplls are in control of the interaction, they are 
taking the language initiatives by asking Questions of the teacher-in-role 
that they, in the world outside the framed roles as Aliens, obviously know 
the answer to. The drama frame gives them the authority to ask 
pseudo-questions by virtue of their assumed power to pass jUdgement on 
the moral suitability of the Earth people. They take full advantage of this 
ability to control the discourse as can be seen in the length of the exchange 
(See Appendix Five) and the increasingly judgemental tone they bring to it. 
As well as the above role-shifted discussion of matter, there is 
substantial discussion about abstract relations such as space and time 
which are common in In-role drama discourse. The material world may be 
present or be represented symbolically through a dramatic convention. For 
example, one possible represention is through the drawings of objects, as 
the drama The Early Days shows (Appendix Five ). 
(Pupils in role as Historians, Teacher in role as pioneer). 
P 1 Is that your wife? (pointing to drawing). 
T It's a picture yes, it's a picture of my wife. It was done by one 
of my children. 
P2 Did you leave your rifle loaded? 
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T Well we were worried you know, I always used to keep my rifle 
loaded, my wife was always telling me about It, but you never 
knew when there was trouble, you know, and there was a lot of 
trouble in the early days out near Parramatta. 
P3 Were you once a convict? 
T Yes I was a convict, I was a ticket of leave man. I spent seven 
years a convict. 
P3 So did you bring that home from the convict.. .... 
(points to picture of ball and chain). 
T Well yes, that was the ball they actually had around my leg ..... 
In this case a clear differentiation is being made between the 
representation of the object and the object itself. However, there are many 
examples in the drama sample where the physical world of the drama 
existed only in the fmagfned "as ff" frame that had been constructed by 
group consensus. 
This also seems to have a bearing on the second category in Table 3, 
that of Person. In the Language Sample survey the teacher referred to 
persons by name 14% of the time, whtle in the drama sample the percentage 
was significantly less at 3% at a probabll1ty level of 0.10. In the language 
survey sample and the out of role language of the drama sample, 1t was 
noted that the aSYl\1metrical hierarchical distribution of power in the 
discourse allowed the teacher to specifically nominate pupils when seeking 
answers. This is shown in the following extract from the planning session 
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of the drama; 
Poor and Dispossessed Tape No:83: 16 (Appendix Five). 
(Planning session - Out of role discussion.) 
T What's their major problem? ..... lan? 
PI Their girlfriend ran away from them. 
T Yes, so what are they going to do? Yes? 
P2 They're lonely and they're poor. 
T They're lonely and they're poor, yes? 
P3 And they might sort of go to a home, an they don't want to be 
broken up an that. 
P4 They don't want to go to court. 
T Yes Tanla. 
PS They might not trust their uncle and aunt very well yet. 
T Uh huh, yes Tony. 
P6 They have n't got a job. 
T Yes. 
Within the In-role drama sample this language strategy of 
nominating is one that is consciously avoided because it makes belief in 
the role identification of the drama frame impossible to sustain. Another 
reason for the low percentage of d1scourse devoted to person 1n the 
teacher's speech within the drama 1s that many of the roles taken were 
attitudinal ones which required no specific naming. Alternatively many 
dramas included process roles that were identified by task rather than by 
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name. The following extract from the Medieval World (Appendix Five) 
shows all three types of specification occurring In a few lines of text, 
(Teacher in role as Kings Councillor, pupils in role as peasants). 
T (in role) The Earl of Warwick was born the Earl of Warwick and 
will continue to be so! 
P6 (in role as peasant) Well how do you know who Is going to be 
born kings or peasants? 
T It is decreed by God, obviously! I am born to be the Kings 
Councillor and demand from you peasants, thieving nasty 
peasants who have hidden stuff awa .......... .. 
The teacher is in role as the representative of the Kingsq>pressive 
rule. He is given a label, the Kings Councillor, rather than a name so he 
functions as a symbol for all the injustice that the peasants feel they are 
weighed down with. The peasants are in role as members of a group with a 
unifying attitudinal role of being unjustly treated. They function as 
members of a collective and are addressed as peasants rather than by name. 
The only person named is the Earl of Warwick, who like the King remains 
outside the drama. The proper nouns in this case are symbols which 
represent the heredltary power of the social order. 
If the next category of Table 3, that of "Mind", which corresponds in 
the Thesaurus analysis to individual cognitive processes is conSidered, the 
results are somewhat closer together. Some 20" of teacher discourse in 
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the Language Survey data was concerned with the category "Mind", while 
29.3% of the Drama sample was similarly concerned. This difference of 
9.3% while not statistically significant at the 0.10 level, points to the 
fallacy held by some educationalists and curriculum planners that Drama, 
as it is an arts subject, does not display the intellectual rigour required by 
other areas of the curriculum. 
As McGregor (et aD pOint out in "Learning Through Drama" (1977). 
"the view of drama and the arts as peripheral to 'the real business of 
schools' is based on an interesting misconception. It is that feeling can be 
somehow disentangled from thinking and knowing". (p.22) 
As the figures show, the teacher is at the very least involved with 
cognitive matters as much as normal classroom interaction, and in 
individual cases often significantly more so. McGregor's observation also 
links directly to the next set of figures in Table 3; that of Society .. 
The percentage variation in Social thought, action and feeling 
between the Language Survey sample and the Drama sample is quite 
striking. The teacher's discourse within the language survey is 5% about 
the social world, while the language of the teacher w1thin the In-role 
context is 25.3% about society. This difference is significant at the 0.01 
level of probability for percentage comparisons. 
A conclusion which can be drawn from these figures is that the 
drama frame encourages a consideration of social matters by the teacher in 
a way that does not seem to be available in normal classroom discourse. 
Once again the Medieval World drama (Appendix Five) provides a 
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clear example of social concerns in the drama, 
(Teacher in role as King's Councillor, pupils in role as peasants) 
T (in role) If you don't keep your mouths shut I'm going to have the 
guards come in here and drag you lot away! 
P2 (in role) How do you know they will obey you? 
T Of course they w 1111 
P2 How do you know. 
PI Do you treat the, treat them like humans 
Ps (inaudible) ......... treat them fairly? 
T I've never heard such an unrUly bunch of peasants, I mean 
(you are ....... . 
PI (maybe people have been too 
afraid of you to speak up. 
P8 (We have-n't seen much of -
PI O(cause a revolution 
PlO Awful King as you ........ . 
T There is no way you can talk to a Kings representative, I may not 
be the King but I am the Kings representative. He will hear of 
this! 
He wants everything you have got lef ..... . 
PI He should hear of thisl 
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The drama frame adopted here allows the teacher to take an 
uncompromising social position that highlights the injustice the pupils in 
the role of peasants feel. They express this both through social concerns 
and their cognitive grappling with the issue of class alihereditary 
feudalism. As the Gulkenbian report (1982) notes, 
"the arts are not outpourings of emotion. They are disciplined forms 
of inquiry and expression, through which to organise feelings and ideas 
about experience". 
And as Schaffner (1984) claims, 
"the language pupils use in drama to express their ideas reveals that 
their emotional engagement stimulates inteJ1ectual growth". 
The teacher's role as co-operative member and cataly st for this 
process is amply il1ustrated in the above extract: 
The final classification in Table 3 is for Figurative languag~. This . 
classification needs some further explication because all discourse within 
the drama frame could be considered figurative if the definition of 
imaginative language is restricted to that of language which is not meant 
to be taken litera11y. 
Dramatic activity as an art form is obviously not "rea)" in the 
accepted sense of the word, yet the drama frame a110ws the partiCipants to 
interact "as if" it were so. It would seem most useful for the analysis to 
consider the Figurative use of language as an important class and to 
recognise two subdivisions within it; the Imaginary and the Poetic. 
The Imaginary classification is the framed discourse of the drama 
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and once negotiated proceeds as if it were literal. All of the In-role 
Drama language sample is of this type. In the non-drama classroom this 
literal seeming but imaginary language most often appears in children's 
writing. 
Examples would include literal-seeming accounts of incidents which 
never took place. In the past children sometimes wrote stories with titles 
such as "A Day at the Beach", without ever having been there. 
In the second subdivision; the Poetic, the language is imaginative 
(Figurative) in texture through the use of non-literal references such as 
simi le and metaphor. 
This sort of discourse proceeds by an accumUlation of non-literal 
references and can be thought of as Imaginative-Poetic in form. 
It is this language that was classified as figurative in the analysis. 
Discourse of this nature represented less than one percent in the Language 
survey material and was considered by the researchers to be absent from 
most teacher language. The Drama sample was 1 OO~ imaginary but only 
1.4~ Figurative in the poetic sense for the teaCher's language. The 
examples tend to be scattered in individual expressions rather than part of 
a sustained poetic exposition. The following extract from the drama 
Project Ark 96:98 (Appendix Five) shows this in operation. 
(Pupl1s in role as experts discuss the reconstruction of the Ark with 
the Teacher in role as project administrator). 
PI (in role) How much wil1 all the frames and the outside and the 
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walls cost? 
T (in role) Ah, you'll be talking about the hull, the keel. 
P2 The outside. 
T And the ribs up, I know it looks like a bit like a turtle, is that it 
from the top down? Is that what you want to know? 
P2 Yes, right around it. 
In this case the simile of the turtle is used by the teacher to 
downgrade his expertise and allow the pupi1s to take firmer control of the 
interaction by initiating Questions that display their expertise. In other 
cases teachers adopted a formal publlc register that had the effect of 
elevating alJ the language into poetic rhetoric as this following example 
from the drama The staro People already mentioned (Appendix Five) 
shows. 
(Teacher and pupils in the role as tribal members) 
T (in role) It is time for the ceremony of the three objects when 
the staro People present to the altar the three things they value 
the most. 
(drumbeats) 
(ceremonial procession). 
P 1 We share the food in this bowl because we are the Staros. 
T Will the second group now come forward 
P2 The Staro People use the knife to kill animals and to survive on. 
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T Will the second group return? Will the third group come forward? 
P3 This is the belt we love with all our hearts but we have to give 
away. 
T The ceremony is now complete. (Drumbeats - silence ..... ) 
This use of register had an important effect on the language of the 
pupils in allowing them to adopt a formal voice within the drama frame. 
I f the discourse of the pupils in the Language Survey is now 
compared to the discourse of the Drama sample there are some significant 
differences between the two samples as well as some differences between 
teacher and pupils within a single classification. 
Table 4 is a comparison of the pupil discourse of the Language Survey 
sample and the Drama sample. 
TABLE 4 PUPIL LANGUAGE COMPARISON 
Matter 
Primary Language 70.0 
Drama Language 38.9 
Person Mind Society Figurative 
4.0 21.0 5.0 0 
4.2 28.0 25.0 2.9 
As in the teacher discourse the first classification into matter 
shows a significant difference between the two samples at the 0.01 level. 
The language of the Primary survey pupils is 70% concerned with matter. 
This is the highest percentage recorded for any classification of teacher or 
pupils and illustrates the strongly positivistic nature of the non-drama 
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classroom context. The "recitation" methodology of the teachers questions 
strongly direct the pupil to talk about material facts. 
The questions, rather than being of the form "What sort of person 
was Captain Cook?"tended to be "Where did he first land in Australia?". 
This emphasiS on literal facts has a connection to the low level (4%) 
of pupil discourse concerning persons in the non-drama sample. It is also 
. 
noticable that the teache~ in the Language survey talk 9% less about matter 
than the pupils do, but 10% more about persons. These differences can be 
explained by theosym metrical arrangement of power in the discourse. The 
teacher is in control of the interaction and so is able to ask the large 
number of questions about matter that appear in the texts. 
These questions require continued factual responses by the puplls 
until the appropriate answer is elicited. The teacher also uses proper noun 
names of pupils to manage this discourse and control the interaction. 
In the drama sample the percentage of pupil discourse concerning 
matter is significantly lower than the non-drama sample at 38.9?t;, at a 
probability level of 0.01. This can be explained by the fact that the teacher 
is working as part of the ensemble within the drama frame and so the 
constraints of the "recitation" methodology are no longer so pervasive. The 
pupils are able to make a larger number of language initiatives which are 
interactional in nature. These tend to be concerned with societal matters 
rather than matters of fact. 
However, matters of fact are perceived as important by puplls inside 
the drama frame, especially when the drama is concerned with problem 
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solving as the following extract from the drama'Missing: (Appendix Five) 
shows. 
(Teacher and pupils in role as members of a neighbourhood watch 
group) 
P2 She's got dark hair. 
T She's got dark hair? 
Ps Light brown, brown. 
P2 Oh, light brown hair. 
T Light brown hair, yes. 
P 1 It might not be her hair, it might be her father as someone's 
said. And also that flower, I think that flower tells us she 
might, she was either kind, and giving it to her teacher or 
someone else was kind and giving it to her. 
These sort of facts were considered with a great deal of care 
especially in those personal development dramas that used pupils in an 
investigative capacity. This close consideration of facts often led pupils 
into the area of hypothetical theorising as the above sample shows. 
In some dramas the line between the factual but imaginary drama 
frame and the Figurative-Poetic became blurred as one classification 
became transformed into another. In the Strawberry Fields Nursing Home 
drama (Appendix Five ), which contained a long sequence of questior6and 
answers based on the facts of life in the 1980s as remembered by someone 
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in 2050AD, the pupils began to question Mr. Connors on his recollections of 
the 1980s. What developed was almost a parody of the classroom 
'recitation' strategy. The pupils knew the answers to the questions they 
were asking in the normal classroom context, yet the In-role drama frame 
gave them the right to ask them in a way that presupposed they did not, as 
the following extract shows. 
strawberry Fields Nursing Home. Tape No:42:37 (Appendix Five.) 
(Pupils in role as young citizens of 20S0AD; one pupil in role as Mr. 
Connors, a very old man). 
P4 What sort of food did you have? 
P2 Oh we had real butchers and healthy - no plastic food but at that 
time food was starting to get artificial, starting to get 
flavourings like now. This may come as a surprise but there was 
no plastic or metal in the food. 
P 1 Mr. Connors, what about transport? How did you get to school, 
like today we have teleport? Teleport you just need to press a 
button and zap! you are there. 
P2 Oh very primitive but healthy wise, we used to walkl 
Ps Ohl (exclamations of surprise) 
P5 You used feet? 
Ps God! - shocking, how ancient! 
P6 AhJ Mr. Connors, ah what were the teachers like in 1985? 
P2 Actually believe it or not, our teachers were humans. 
P6 They weren't computers? 
P2 No, they were humans. 
P3 What! 
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P2 They had their own feelings I guess. Really they were better use 
than computers. 
This was a common form in many of the dramas, but in this case the 
enjoyment of the pupils in taking the language initiatives produced a 
collaborative discourse that was appreciated as a verbal construct by the 
participants so that they strove to sustain it. The drama moved from a 
focus on matter to an appreciation of the figurative-poetic qualities of the 
discourse. The pupils became much more conscious of their involvement 
and started to operate as spectators of their own participation within the 
drama. 
Overall within the drama sample references to matter remained 
important, especially in those instances where the Objects under 
discussion did not exist at all. In these cases there was often a clear 
specification of abstract relations such as number and quantity as well as 
specification in space and dimension. These same comments apply to the 
teacher's focus on matter in the drama sample. Because of the 
non-heirarchical nature of the relationship within the drama frame, the 
pupil and teachers concern with matter remained close with only O.5~ 
separating then at 38.9~ for pupils and 39.4~ for teachers. 
In the next comparison of pupi1language, that of "Person", both the 
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Language Survey and the Drama sample are low percentages with no 
statistical significance at the 0.10 level. The results were 4.0% for the 
Non-drama and 4.2% for Drama but these results occurred for very different 
reasons. 
As discussed earlier, the low percentage of discourse about persons 
in the Language Survey sample is an expression of the teacher's direction to 
matters of fact in questioning, combined with a methodology which 
emphasises the positivistic nature of the curriculum. The limited range of 
language initiatives open to pupils within the normal classroom context 
also limits their use of proper nouns relating to Persons. The right to use 
names is part of the authority structure of the classroom and therefore 
firmly in the hands of the teacher. This variation in power within the 
discourse Is made clear when the Language Survey data on the teacher's use 
of Person is compared to the pupils in the same sample. 
The teacher's use of person is 141l; while the pupil s' is 4.01l; This 101l; 
difference is significant in that it clearly pOints out the assymetrical 
relationship between the teacher and the puplls. 
If the drama samples of Person are compared for pupils and 
teachers to this figure for the non-drama sample, an alternative 
explanation can be given. For puplls in the Drama sample Person represents 
4.0% of the discourse, while for teachers the figure is 4.2%. This 
, 
similarity in response verifies the more open structure in the drama frame 
in terms of verbal Initiatives and control of the interaction. 
The relatively low level (4%) of pupil discourse involved in Person 
within In-role Drama can be explained in the same way as the 
correspondingly low level for teachers within the drama. 
223 
Many roles in this form of drama are attitudinal ones and as such do 
not require the full specification of a character with an individual identity. 
Secondly many roles have a task component built into them so the pupils 
become sailors, artists or professors, depending on the needs of the drama. 
This leads to the use of specialised language related to the task. Often with 
minimal research and the teacher feeding in the appropriate terms, this can 
become quite complex. As Dorothy Heathcote (1986) points out, 
.. In Drama you can't talk to the participants with a status attitude, 
like teachers talk to children. You've got to use a language code of choice, 
and an amount of elaboration in the language that makes them feel1ike they 
know what they are doing." (Audiotaped interview) 
Consequently the teacher has to work in the role of a familiar 
COlleague and in this relationship naming is not used to specify status as it 
is in classrooms. The following extract from the drama Machineland 
(Appendix Five) shows this in operation. 
(Teachers and pupils in role as members of two different cultures, 
Machineland and Handiland). 
T Right, that's a good point. And on the other hand what are you 
going to give them? 
Ps The land! 
P6 How much? 
T Well that's what they've offered. 
P6 But how much? 
P4 We, Shane, every single bit. 
P7 We'll live together. 
P8 A11 together. 
P4 Say if we, bring machines. 
P6 No, no! 
pg You, agreed that you are not going to bring machines! 
P4 But how are we going to build the windmi11? 
T We've already agreed and that's sticking to a promise. 
P4 How we going to buHd the windmill? 
P3 Without machines. 
T Hammers and nails that was agreed. 
P3 You will have to help us. 
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P4 Well a Professor Curley and Professor Peter and Professor me, 
we can buHd it. 
T With help, you've got a lot of people willing to help. 
P4 But it will take too long if we have to use them. 
Although the pupils are still struggling with the correct form of 
address, "Professor me" shows they have taken the language initiative and 
are allocating levels of expertise to themselves in a quite different way 
than is usual in normal classroom discourse. Nevertheless throughout most 
of this drama the pupils and teacher are more generally specified as people 
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from Machineland or people from Handiland without any individual names. 
This proved to be the case in all the dramas in the sample, but of course 
this does not preclude the taking of character roles. Dorothy Heathcote's 
film BUILDING BELIEF ( 1973 ) is a clear example of pupils tak ing on 
character roles within a drama frame. 
The exceptions to the general att1tudinal roles taken in the drama 
sample occurred when a single individual was made the focus for the 
drama. Often with the elevation of status, a character role would be 
developed by the class in the out of role discussion and then adopted by the 
individual when the Drama Frame was reactivated. In this way role-shifted 
proper nouns were introduced into the discourse. 
The next classification to be examined is that of "Mind". This 
encompasses the general area of individual thought, action and feeling that 
makes up what could loosely be termed the cognitive area of school 
discourse. Pupils in the Language Survey sample were involved in this 
classification some 21.00% of the time, while pupils in the Drama sample 
were involved 28.00% of the time. Wh1Je this difference is not 
statistically significant, the point can be made that In-role drama 
discourse is as least as much about cognitive matters as all other areas of 
the curriculum. 
This is to be expected if the functional view of language Is adopted 
which emphasises the interrelatedness and multlfunctional nature of any 
piece of discourse. The view that drama is about emotional involvement 
only and is non-intellectual 1s not sustained by the results of the drama 
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sample. In the following example from the drama Mirni Dom (Appendix 
Five) the cognitive processes of hypothesising and questioning a view pOint 
are being carried out at the same time as the social implications of feeling 
are being expressed. The tension point in this drama is the opposition of 
traditional views when confronted by the demands for artistic freedom. 
An artist monk in a monastry town wishes to paint in a way that is 
unacceptable to the rest of the inhabitants. The teacher is in role as a 
conservative monk, the pupils are in role as historians who have been 
commissioned to produce a historical survey of the town but who have been 
drawn into the conflict. 
MIRNI DOM TAPE NO. 43: 14 (Appendix Five) 
• C""\ lare'" (The teacher is in role as a monk the"are in role as historians) 
P 1 (in role as historian) She's using her imagination? 
T (in role as monk) You brought this up before. This young lady 
brought imagination up before. Now what relevance has that got 
to painting? I can't see itl 
P 1 Because she's using imaginat ion to draw the pictures, so she 
might think they look good. 
T She should paint what she sees, you don't need imaginat ion to 
paint what you see. 
P 1 (Well you can imagine why not.. ...... 
P2 {You may see ... , it's just like you may want to paint a picture of a 
book, and you can imagine and you see this book and you think you 
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can, I ike add parts to it and you can imagine what you can add to 
it, and draw and paint thatl 
T Well that's alright, books are OK, as long as everyone can tell it's 
a book. 
P3 No, just say one person thinks its a purse or something and 
another person thinks it's something else, you're still all entitled 
to think it's something different. 
T I sn't that too confusing? 
Ps No! No not at al1! 
P2 I t doesn't change anything. 
P4 It doesn't mean you are not equal. 
PS But uh, like yourejust changing it so that she can enjoy it and you 
can enjoy it as well. 
T We're supposed to enjoy her her ....... 
P4 No, you've got a free choice. 
P2 You don't have to enjoy these paintings! 
It can be seen that the pupils are struggling to express their ideas on 
what constitutes artistic vision and the necessity for artistic freedom in a 
way that stretches their grasp of conceptual language. They are prepared 
to commit themselves in this way because of their emotional commitment 
to the artist's cause. In the drama frame cognitive and affective meaning 
ore strongly intermeshed. 
The positivistic nature of the normal classroom interaction tends to 
discourage such pupil initiations based on the explanation of meaning 
embedded in an emotive context. 
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Many of the references to mind in the Primary Language survey 
appear to be concerned with references to what the pupils are to do; such 
as reading, writing, arithmetical definitions, spelling, drawing and so on 
(Little, 1986. unpubllshed notes). As such they represent lower order 
mental processes and are closely aligned with classroom management 
strategies. 
The classification of society for pupils in the drama sample was 
very close 25.0~, to t,hat of teachers in the same sample 25.3~, and 
significantly different to that of the Language survey which was 5~ at the 
0.01 level of significance for both teachers and pupils. This striking 
difference illustrates the way the Drama Frame focuses on the personal 
interaction of the participants while dealing with content. This "people" 
rather than "matter" orientation brings a measure of balance back Into what 
can be seen as an overly positivistic curriculum dealing as it does mainly 
with the language of information and the material world. 
This increased emphasis on SOCiety had an important consequence for 
the overall content of the drama sample. The most consistent topic that 
arose throughout the drama work was that of power. Issues of morality and 
social control made up much of the drama and provided the most 
unselfconscious identification with the roles adopted in the Drama Frame. 
How power was used in any Interaction became extremely important 
especially if the role-shifted discourse enabled the pupils to take control 
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of the interaction through their language initiatives. This process is shown 
operating in another extract from the following drama, 
Mirni Dom Tape No : 21: 16 (Appendix Five ). 
(The teacher is in role as a monk, the pupils are in role as historians 
discussing the rights of an individual monk for self expression 
opposed to the demands for group conformity). 
T (in role) No but it is that she can't go against the town ideals and 
they are; that she is to put others before herself. She just can't 
go and do her own thing. 
P1 (in role) Why shouldn't she? 
P2 'Cause if she likes them it doesn't mean that you have to like 
them. You can just pay no attention to the, cause if she likes 
them there are her paintings. 
Ps Yeah (inaudible). That's her thing. 
P3 {She painted them if she likes them she can keep them. 
T {You're saying the painting should be er ........ . 
P2 She could keep them at her own house and you could just pay no 
attention to her paintings - um, you might welll ike the ones you 
say she has to paint and everything. But she could just leave hers 
at home and admire them herself. 
T You're saying that painting should be a private thing? 
P3 No, no. (inaudible) 
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T What was this, sorry? 
P2 Well if you don't like them why do you want to have them outside. 
It's not selfish, because you don't like them. 
T She's not using her talents the way we want her to. 
P4 (Urn, well her talents -
T (It's not that we don't like them we just say they're unacceptable. 
P2 Her talents, like you just said then, her talents are not what you 
like then, because her talents are her own talents and they don't 
have to be what you like. 
P6 Yeah, cause she owns them herself. 
P3 And there isn't any law to say you have to 1 ike everything she 
does, and there's no law urn - saying you have to like them. 
The power of the institution to control the creativity of the 
individual is the issue in the text and the pupils argue strongly for the 
individual by questioning the teacher-in-role's premise that the artist 
cannot "do her own thing". They reflect this formulation and offer an 
alternative. They also assume the language initiative by breaking into the 
discourse, taking over the turn and having the last say. 
This focus on power within society corroborates the similar results 
from the Language Development Through Drama Project (Schnaffner, 1984), 
which drew the conclusion that "power was the dominant issue" in the 
dramas they observed (p.21 ). 
Although outside the scope of this investigation Schnaffner (1984) 
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further comments on the high level of social content in the language of the 
pupils outside the drama frame. When they are reflecting on their 
experience, she says, 
"Reflection as it occurs during and particularly after the drama is over 
usually focuses upon the fundamentallssues of mankind. Such discussion 
makes a valuable contribution to moral and values education". 
The out of role reflection of the pupils in the Mirni Dom drama 
(Appendix Five) and other dramas in the sample provides supporting evidence 
for this view. 
The pupils' ability in the drama to take the initiative. become 
emotionally and intellectually involved in resolving matters of social 
concern, provides them with the resources to use language to speculate, 
hypothesise and to offer theories about their own feelings and ideas. 
The final classification of Table 4 into figurative uses of language 
finds the pupils of the Language survey with little or no evidence of this 
classification in their discourse, while the pupils of the Drama sample had 
2.9~ of this classification occuring in their language. This classification, 
in which terms from one content area are applied to another, has already 
been defined as the poetic element of the imaginative form. In-role drama 
is of course 1 OO~ imaginative, but largely "as-if" factual in the collected 
sample. 
Most of the pupi1language that was figurative took the form of 
individual metaphor or simile but occasionally an extended group form 
would be evolved. The fo11owing extract from Machineland (Appendix Five) is 
one example. 
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Machineland Tape No. 18:25 (Appendix Five) 
(Pupils and teacher in role as inhabitants of Machineland and Handl1and) 
P 1 ( i n ro 1 e) Knock knock knock knock. 
P2 Excuse me we are from Machineland and we need help, can we have 
everyone to see please. 
P3 (Shouting) Everybody come, there are people from Machineland 
visiting. 
P2 We hope we haven't annoyed you in any way or disrupted you from 
all your work. But our people, everything has gone mad, 
everything! 
We don't know what to do, they have probably still fled, uhm, 
they're probably still running from the monsterl 
P4 Monster? 
PS What monster? 
P2 You see a machine is loose. 
PIA pollution monster. 
P4 What's a pollution? 
P2 What's a pollution? 
P6 It comes from machines. 
P2 Yes I 
P4 What are machines? 
P7 Yes 
P6 What are machines? 
P2 Machines, I think there should be more education around here 
don't you? 
P4 What's machines? 
P6 Machines are big, oh. Oh it's hard to explain. 
P7 Machines are made out of steel. 
P3 Oh not them things we ran away from. 
Ps Oh yeah no, no! you can't stay. 
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P2 We will be killed too, and I think you'll feel guilty for the rest of 
your life. 
In this drama the sense of theatricality is quite strong and this can 
be seen in the names of the two countries. The names Machineland and 
Handiland are labels which express function in a quite explicit way. This 
characteristic is a common one in non-naturalistic drama from the morality 
plays onward. The metaphorical non-naturalistic nature of the text is 
emphasised when pupil J actually says "knock knock knock knock", rather 
than carrying out the physical act. Here words stand for actions in a very 
obvious way. The metaphor of an animate pollution monster machine is 
picked up by the inhabitants of Handiland after a typical In-role exchange 
which allows them to take the language initiative by asking 
pseudo-questions which are perfectly logical from their role positions 
inside the drama. 
Total language sample 
All discourse must ultimately be considered as a unity based on the 
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genre and contextual configuration in which it was produced. Therefore it is 
worthwhile to consider a comparison of all language categories contained in 
the Drama sample with all language categories of the Primary Language 
Survey. 
However, it is necessary to keep in mind the internal differences that 
have been illustrated between aspects of teacher and pupi1language in all 
categories. Nevertheless the overall percentages reflect the discourse in 
its entirety and give a clear indication of the sort of language each context 
produces. 
The following table (Table 5) represents the distribution of the 
different content classifications across both complete samples. 
TABLE 5 TOT AL LANGUAGE SAMPLE 
Matter Person Mind Society Figurative 
Language Survey 68.0 6.2 
Drama Language 39.1 3.6 
20.8 
28.6 
5 
25.1 
o 
2.3 
This comparison shows that for the category "matter" a statistically 
significant difference was recorded at the .01 level. This result is 
consistent with the results of the teacher comparison being at the .05 level 
of significant difference and the pupil comparison being at the .01 level of 
significance. 
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The other statistica11y significant category is that of "society" which . 
recorded a difference at the .01 level of significance. This is consistent 
with the observation that both pupils and teachers made proportionally more 
utterances in this category than did the participants in the Primary 
Language survey. 
The conclusion that can be drawn from this analysis of Table 5 is that 
In-role Drama differs most significantly from usual classroom interaction 
in that it is concerned less about matter and more about society. 
This occurs because the first essential of In-role activity is the shift 
of language into the present tense. Time becomes immanent time, the 'realm 
of expectancy time' of the Hopi (Whorf, 1956). The tense of the discourse 
shifts into the present as the matter under consideration is embodied in the 
persons-in-role. This allows the participants in the drama to pay attention 
to the dramatically constructed sem~otic context. The roles become, the 
source of information and so are connected to the total signing system of 
the drama frame. 
The subtext of the interaction does not have to be ignored, ie; the 
unspoken intertextual element of power in school discourse is temporarily 
suspended. This issue of authority in interpersonal relationships is never 
part of normal classroom interaction as the teacher is always in centra) 
contro) of the context. 
However in drama the teacher in role signals to the pupils in role that 
al1 interpersonal relationships are open to negotiation and that everything 
and all actions within the frame are significant. 
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This active reading of sign on the part of the pupils encourages an 
affective interpersonal response to the content embodied in the adopted role 
positions of the participants. It is in the dramatic tension generated by the 
interpersonal discourse that the pupils take the language initiatives that 
are so characteristic of the In-role drama genre. 
At the highest level, an affective response to the roles fuses with a 
cognitive recognition of the content to become true knowledge for the 
participants. The genre and contextual configuration combine to produce a 
real moment of Education. 
As affective and interpersonal responses are essentially societal in 
nature this response within the drama frame is reflected in the discourse. 
As noted earlier this 20% extra emphasis on society in the Drama 
sample is often realised as discourse about power and authority and the 
concerns expressed can be stated as two Questions, 
1. Who has the power in the interaction? 
2. How do they use or misuse it? 
It is within this interpersonal element of the contextual 
configuration that the necessary tension for the Drama Frame's existence 
operates. It is here that the pupils take the language initiatives that are 
outside the context of the centrally controlled classroom context. 
This is the justification for Drama's place within the curriculum. 
By changing the parameters of what can be seen as legitimate 
knowledge Drama allows the pupils the freedom to experience and explore 
the issues of human concern and intellectual enquiry that the constraint .. of 
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the centrally controlled classroom denies them. 
The pupils are able, with the aid of their teachers, within the Drama 
Frame to become more autonomous self-motivated learners in a way that 
combines concerns for the world of Matter, Mind and Society in a balanced 
whole that is lacking in the current overly positivistic school curriculum. 
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CONCLUSION 
All my teaching life I've been bothered by two things which I think 
relate to this matter of authenticity. First, while being labelled as 
a 'teacher of drama' and functioning as such overtly, it has irritated 
me that people have perceived the work as related only with play, 
fiction an.d pretence. Not that it isn't related with these: but that it 
has so much more potential for society. Second, that so many 
people have seen 11 as either a separate subject In school1ng sit-
uations or as a rather 'special' affair. This has led me latterly 
appare.ntlyto neglect the art forms of such activity, and to discuss 
11 in relation to other forms of productive depiction and distortion 
such as diagram maps, sketches, photographs and so on. I stress 
apparently, because I've always been careful to stress the laws of 
the form as being seminal to its meaningful use in class. There can 
be no useful impact on society if those laws are ignored or not 
understood. That they are not understood by a large number of 
teachers is beyond question and it is time we tackled this problem. 
This becomes more urgent every day. But we are bedevilled by 
polarization of opinion instead of humility in examinilVjan art far 
bigger and more ancient than any of us. 
Dorothy Heathcote, (1983) The Authentic Teacher and the Futur~ 
Collected works p.177. 
The following brief discussion centres on the substantive 
implications arising from the study's findings which have been outlined in 
previOUS chapters. The research questions raised in the introduction can 
be restated as follows: 
(1) What sort of discourse occurs between teachers and pupils when 
they are engaged in In-role drama? Is this discourse different 
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in content to that of non-drama classes? 
(2) What is the relationship between the classroom context and the 
language genres that are generated within classrooms? 
(3) Can "In-role" drama interaction be seen as producing a specific 
language genre within the classroom context? 
(4) Do specific drama language genres a110w a change in the 
'recitation' mode of teaching and encourage a greater range of 
pupil initiatives within the classroom? 
The study's findings established that the techniques of 
Drama-in-Education and specifica11y the use of 'In-role' drama constituted 
a separate classroom language genre. This was reflected in the content 
analysis comparison carried out between the Drama sample and the 
Non-Drama sample. 
The research showed that for a comparison of the entire sample of 
Drama and Non-Drama discourse the category 'matter' recorded a 
statistically significant difference at the .01 level. This was represented 
in percentage terms by the fact that discourse in the Primary Language 
Surveys was some 68.0% about matter while the Drama sample was 39.1 % 
about mat ter. 
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While Matter is obviously important in the Drama sample It was 
observed that the concerns of this genre were spread more eve, across 
the three major areas of Matter, Mind and Society. 
It is in the area of societal concerns that the difference between 
the Drama and Non-Drama sample is most obvious. The statistical 
difference between the two samples in the 'Society' category was again 
recorded at the .01 level. This was reflected in percentage terms by the 
Non-Drama sample being 5% about Society, while the Drama sample was 
25.1 % about societal concerns. 
The general curriculum issue of why the 'In-role' drama discourse Is 
statistically more about Society and consequently less about Matter than 
the Non-Drama sample, should be a matter for further investigation and 
research. From this initial study, it appears that Drama discourse 
produces a more balanced distribution of the major concerns of Matter, 
Mind and Society in the classroom than does Non-Drama discourse. 
It would seem that above and beyond the methodology of Drama's 
framed structure of interpersonal relationships, there is a real need for a 
research focuS ~ased on the importance of combining the affective and 
cognitive nature of the learning process into a new synthesis of teaching 
methodologies. To requote McGregor, (et. 211.) (1977) ; 
'This view of drama and the arts as peripheral to 'the real business 
241 
of schools' is based on an interesting misconception. It is that feeling can 
be somehow disentangled from thinking and knowing; that these can be 
separated out from each other and taught in a kind of a vacuum.' 
Feelings and emotions cannot be filtered out of the everyday life of 
the classroom. Despite the pious claims of curriculum guidelines which 
wholeheartedly support the concept of 'developing the whole child', the 
methodology of much Primary teaching, at least in Australia, seems to 
contradict this obvious assertion with a focus on low level discourse 
about things. 
In answer to question two, the relationship between classroom 
context and language genres can be seen as a dialectical one. The 
intertextual nature of classroom life must be taken into account when 
examining discourse patterns. The fact that each example of school 
discourse is built on the subtext of unspoken cross references to earlier 
discourse reinforces the notion that the created texts are not random or 
isolated events. They are seen to arise from the specific social 
interactions or language genre and the contextual configuration of content 
that is employed within the overall semiotic context of the classroom. 
Text creates the context of the classroom In the same way as the 
classroom context creates the text. Part of the meaning comes from the 
subject content and part comes from outside the specific content of the 
discourse and Is located in the generalintertextual nature of the school 
environment. These have been Identified in the research as the elements of 
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contextual configuration and genre-specific semantic potential that go 
together to make up a text. 
It is in the consideration of these elements within the school 
context that the generic nature of much classroom discourse is most 
obvious. Centrally controlled discourse of the 'recitation' teaching mode 
produces a specific genre that has been characterised by a range of quite 
tightly specified patterns of teacher initiation and pupil response. 
t\-\e 
However, 1t was noted that,)anguage genre of 'In-role' drama 
encourages a more flexible discourse pattern which allows the pupils to 
adopt a range of language initiatives that are substantially wider than 
those available to them in usual classroom discourse. This shift in 
interact Ion patterns brought about by the use of the Drama Frame can be 
seen as the creation of a specific language genre with qu1te different 
content and interactional characteristics to those genres more usually 
found in classrooms. 
Directions for further research 
(I) Research needs to be undertaken into the range of language 
genres within drama. This study has examined only one form, that of 
'In-role' interaction which is fairly straightforward teacher/pupil drama 
framed discourse. There are many other drama genres readily 1dent Ified. 
An exploration of; 
* The language of analogy 
*Mantle of the Expert 
*5imulation 
, *Drama Gaming Language 
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Dorothy Heathcote, (1984) Notes. Collected Works. p.20S. 
would aid in explicating the complexity of this sort of discourse. 
(iD In terms of the computer assisted Thesau~s analysis the next 
step forward would seem to be in the examination of the verb forms 
within 'In-role' drama discourse. Preliminary work in this direction has 
indicated that the interactional power of the discourse is carried by the 
verbs within the Transitivity structures and this, along with a further 
exploration of Theme, would go some way to specifying the peculiar 
Qualities of drama discourse. 
(iil) The use of videotape as a means of recording the verbal and 
nonverbal interactions which occur in classrooms between teachers and 
pupils also needs further consideration, despite the problems encountered 
in the pilot study. The intrusion of a camera team, microphones and 
cameras inevitably change the semiotic context that an attempt is being 
made to observe. This is especially so in Drama, since the product is the 
transiel"t interpersonal interactions that occur. Nevertheless, despite all 
of the above, it is felt that videotape does catch some of the 'reality' of 
the language genres operating within 'In-role' drama. With the rapid 
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development of more sophisticated technology it appears that videotaping 
should become an increasingly valuable tool for classroom research. 
Conclusion 
If teachers are to be offered an alternative to the constraints of the 
'recitation' methodology which remains prevalent in primary schools, then 
two conditions seem to be necessary. 
Firstly, the teachers must have as part of their pre-training a 
thorough grounding in the insights of Language-in-Education theory. This 
will enable them to appreciate the place and value of talk in promoting 
learning for their pupils. This understanding will provide them with a 
rationale to defend an alternative teaching strategy, which up until now, 
has been seen as part of the low status knowledge area of spoken and 
dramatic discourse. 
Secondly, they need to be trained in the use of the total range of 
signing or communicating systems available to them in the context of the 
classroom. These techniques, of which Drama is one, have been 
undervalued in an educational system that has become fixated on the 
values of a I iterary view of learning. 
As Dorothy Heathcote says in her article Signs and Portents 
( 1980), 
245 
Finally, having spent a long time wondering why I have for years 
been irritated by the cry of "let's have more drama in our schools", I 
now realize why I always wanted to say, don't lobby for dramatics, 
lobby for better learning! It is, of course, because the heart of 
communication in social situations is the sign. All teachers need to 
study how to exploit it as the first basis of their work. The theatre 
is the art form which is totally based in sign and the drama additive 
to learning gives the urgency possible through using now/imminent 
time. This is why we lobby for better schools when we ask that 
teachers wake up to the possibl1ities of the power of resonances in 
classrooms instead of verbal statements. 
p. 169, Collected Works. 
Finally, the results of this research make a strong case for Drama's 
place in a balanced curriculum for the primary school. I t is claimed that 
because of its fusing of the affective and cognitive domains, Drama 
produces a level of commitment to high quality endeavour, and with It a 
higher order thinking and language use, that is a core concept in the 
development of a new methodology for Primary Teaching. 
The role of drama in allowing pupils to take language initiatives 
within classroom discourse is central to the development of pupil self 
motivated autonomous learning in schools. 
As Dorothy Heathcote makes clear in her quotation at the beginning 
of the chapter, drama is misperceived as being related only to play, fiction 
and pretence, whereas it has much more to offer to society, especially in 
the balanced education of the young. 
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APPENDIX I. 
RUNNING A RESTAURANT 
Presenter: In the following programme Drama-In-Education is being 
used to extend a llterature based unit of work with a Year 5 class. 
The specific technique Is called Mantle of the Expert. This Is where 
the class Is set a task In such a way as they function as experts, 
solving problems within the drama. 
(Cut to teacher and pupils discussing drama). 
T We are going to do a drama today, based on the book you've 
been reading' called 'Halfway across the Galaxy and Turn Left' by 
Robin Klein. Now er, we're going to do a drama that's based on this 
and what I'm going to do is I'm going to become one of the 
characters, the father whose name Is Mortlmer ....... What was It you 
said? 
Ps Jacksonl 
T Right, I'm going to become Mortlmer Jackson, and we're going 
to do a drama about that. It won't be following the book because we 
won't know what's going to happen. But there are some pretty 
strange people in this book. And Mortimer himself Is also pretty 
strange. 
What I'll do, when I come back, and sit on this chair I'll be Mr. 
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Mortimer Jackson with a problem. OK? And you'll have to see what 
his problem is. 
(Teacher goes Into role) 
T (In role) Good morning, my name Is Mr. Mortlmer Jackson and 
I've just come here because I've got a real problem. And X said, you 
know, she's the family organiser in our family. And she said that H 
I came and saw you, you might be able to help me with my problem. 
Would you be prepared to help me? 
Ps Yes 
T We1l, you know that 1 like to cook. Well I've decided that 1 
don't want to go back. I want to open a restaurant, here, on Earth. 
I've got here a plan of a building and I'm going to put It up on 
the wall for you people to see and I'll just explain It to you what It 
is. 
It's a building that I've managed to buy. What I thought Is, that 
I'd open a restaurant. 
It's a plan of a building, see the front, that's the door, these 
are the windows. If you were walking along the street this Is what 
you would see. And up here Is when you look down on It. The same 
bul1ding, there's the room, there are the spaces and so on. I thought 
I might make a restaurant in there, but I'm not quite sure what Earth 
people I ike to eat and I thought I'd come and ask you people since X 
said you would be the kind of people who would know. 
Now what I really want to know from you people if you 
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wouldn't mind helping me. What should I call the restaurant, what 
name should I give it? Any ideas? 
P 1 The Galactic Pit stop! 
T Well! Fine, any other ideas? 
P2 Jacksons. 
T That's a good idea, it would be after my Earth name. 
P3 Jackson's Takeaway. 
T Jackson's Takeaway, people might come for that. 
(cut to interview) 
Presenter: John. what are the essential elements in working in this 
way. 
Teacher: Well I think probably there are two. 
The first one is that you have to establish roles for the 
children to take, attitudinal roles that they will quickly grasp, In 
this case we want them to be experts, expert restaurant designers 
but it doesn't matter as long as the teacher in role presents them 
with a problem that they can grasp quickly. 
Secondly, I think there has to be, their solutions to the 
problem have to be achievable, and the students have to see their 
solutions coming into dramatic action. 
(cut to drama, teacher in role as Mr. Jackson) 
T We 11 you te 11 me, you're the experts. I don't know what Earth 
peop le like to eat. 
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P3 Big Macs? 
T We 11 I couldn't use that name because ..... 
P4 Big Jacksl 
T Big Jacks, how about that? 
Ps (Laughter) Yeah - no, McJacksons. 
T I'm just thinking what should I do. What should it look like, 
inside. McJackson's Eat In, what a great name. Now, yes. 
PS For a start you could make the windows round. 
T You think that would make people happy to come? 
PI Get nice carpet 
T We'11 need some sort of carpet on the floor, what are people 
going to eat off inside? 
PS Tables. 
T We'll need some sort of tables and we'll need a menu; an 
plates. 
P6 An knives and forks ...... 
P7 An a bar I 
T Would you people help me at this? 
(Cut to interview) 
Presenter: Should you spend time building character roles for the 
students before you start. 
Teacher: No, not necessarily, in this sort of drama, what's really 
needed is the attitude of being prepared to help solve the problem. 
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In doing that, the character roles develop out of the drama. In our 
case they are expert restauranteurs but It can be, 1t doesn't have to 
be that, it can be any sort of experts. 
(Cut to drama) 
(Small group work around drawings of floor plan of 
restaurant). 
P 1 Wood besides table 
Ps (inaudible) 
P8 Can I have a lend of your green someone here? 
pg Wood (inaudible) 
PlO No, oh no. 
PS A green and a blue. 
P 11 Just - there it is 
P12 (inaudible - the legs - you believe) 
P6 What is thatl 
T Well people, you have been working really well helping me 
with my restaurant. 
Could I hear what this group the first group, who are going to 
do the outside, what did you come up with? 
P2 Well, we have decided to have decided to have a big sIgn going 
across saying eat at McJacksons ......... 
P8 Then we'll have hamburgers or something across the thing 
down here-
P4 And we've made it pretty clear that this is going to be 
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coloured blue, and the door is going to be brown. 
T And what about those windows, what have you done to the 
windows there? 
P2 Oh, made them arched instead of circles or squares. 
T That's a good I dea, can you te 11 me, what about these peop 1 e I 
think this group is designing the inside. What have you got so far. 
PI Well, we've got the bar here 
P 13 We've got the bar an .... 
PI And the wine store, several big tables for groups two tables 
f or three here, 
T Yes 
PIAn uncompleted table for four here, kitchen up here .... 
T And what's ..... 
PI The floor is purple, 
T Purple carpet on the floorl and what about the walls? what 
colour are you going to have the walls? 
PI Walls, ah wood. 
T Wood walls 
PI Art ificial wood 
T Artificial wood walls with purple carpet, wow that sounds 
really bright. 
(cut to interview) 
Presenter: What's the purpose of the group work on the 
diagrams? 
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Teacher: That gives the children a chance to discuss together 
what they feel are the important elements in the task. Its 
exploratory talk in some way. And it allows them to make 
decisions, and their decisions are then seen on paper by everybody. 
(Cut to drama) 
(Pupils in role as customers at McJacksons. Teacher in role 
as waiter). 
T (In role as waiter) We have eh, space buns, cool drinks, milk 
munchies, thickshakes, eh, what would you people like? 
PS A thickshake. 
T Yes? - you'd like one milk munchie, anyone else for a milk .... 
two milk munchies, what would you like. 
P14 A milk munchie. 
T Right, three milk munchies, anything else? 
P3 No thanks. 
T One jar of space beans. 
P8 One big Jack 
Ps One big Jack, .... two big Jacks 
T Two big Jacks 
P13 Three big Jacks 
T Three big Jacks 
P Yeah, four -
T Oh my goodness, four big Jacksl 
(Cut to close up - group of pupils writing out orders) 
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P Yuk 
P 15 Anyone want a thickshake? 
Ps One dollar ...... two. four five ..... yeah (inaudible) 
P 15 Just make it thickshakes all round! 
(Cut to teacher in role as Inspector from the Department of 
Health and Restaurant licencing) 
(Knocks) 
T (in role as Licencing Inspector) I am Mr. Thomas Graham from 
the Department of Health and Restaurant Licencing board and I have 
just come to see Mr. Jackson if he is around anywhere. I take it you 
people have been helping him have you? 
Ps Yes 
T (Inspecting plans) You seem to have contravened all sorts of 
regulations. Look how many tables you've got in therel Explain to 
me what you have done. 
PI Ah, cleaning areas for the customers are completely sealed 
off from eating and food preparation areas. 
T I see, well at least that complies with the regulations. What 
else? 
PI Easy access to food preparation areas. entertainment here and 
here. both playing the same tune. 
T I see, 
PI Bar here. for people who want to drink. 
T Do you. have you actually gone to the trouble of cheCking with 
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the Liquor Licencing board to see if you can get a liquor licence? 
P No, we haven't done that yet but we are informing them next 
week, it hasn't opened yet. 
(Cut to interview) 
Presenter: Does it destroy the Drama Frame when you stop the class 
and ask the class what they would like to happen next? 
Teacher: No not at 2111, chlldren are very - find it very easy to 
accept these shifts in role. The drama frame when they are inside 
the drama frame they are working as experts and when you stop the 
drama and come out and discuss with them they are working as 
class members, and they have no difficulty in shifting backwards 
and forwards in this way. 
(Cut to drama) 
(T each er and c I ass out of role) 
T I'm going to ask you now what you would like to do, so you te 11 
me. What would you like to happen now? 
P3 Get the restaurant 1 icenced. 
Ps Yeah! 
(Cut to teacher in role as licencing inspector). 
T (In role as inspector) Thank you ladies and gentlemen for 
coming here to this board of inquiry that is going to look into the 
case of McJacksons Eat I n Restaurant. As a member of the 
Department of Health and Restaurant Licencing I am here to take 
submissions from those people to see whether the McJacksons 
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Restaurant should be opened or closed. 
It is your job to offer me suggestions as to why it should be 
open or why it should be closed. Has anyone got something to say? 
P4 We can't keep the food from the world! Its being selfish if we 
keep it for ourselves. 
T It~ not a matter of keeping the food from the world - Its a 
matter If you have designed that restaurant well enough so that It 
complies with 2111 of our health regulations. Yes. 
PI The bar is now licenced. 
T It is licenced? Old you actually apply for and get a licence? 
Ps Yes. 
T Well there are still certain problems that you have to 
overcome. 
PI6 Well, why don't we put It to the vote, because everybody 
should want our restaurant opened. And It Is first rate food! 
T Well, I'm not Quite sure about that, I have yet to be convinced 
of that matter ..... 
P 17 Well, the fire exit has been well designed. The windows are 
fully occupied, we've got the tables, we've got the kitchen. The 
kitchen has got a fire exit and 2111 the kitchen staff would be saved 
and the people in the restaurant would be saved ....... 
T Yes, but Is It clean? 
P 18 Yes it is clean. 
Ps Yes - yeah, of course. 
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P 19 There are not many restaurants in this town, so we thought 
we would open another one ..... 
T Well I realise there's a good case to be made for the fact that 
there needs to be other restaurants but.. .... 
P 15 We have sterilized all the plates from disease and ster111zed 
the f100r and everything. 
T So you feel it is a place that should be licenced? 
Ps Yes, yes 
(Cut to interview) 
Presenter: What general implications for the curriculum does 
this form of Drama present? 
Teacher: I think it real1y empowers the students to take over 
control I suppose of their own learning in some way. It al10ws a 
flexibll ity and a range of language that's not normally obvious in 
classroom situations. 
Presenter: I wonder if you could elaborate on this notion of 
empowering the chi ldren for us. 
Teacher: Well it really means that the children use their own 
words and their own thoughts and they come from outside the 
classroom, and so they see things that they say have value. It's not 
just school knowledge that is seen as valuable but their own 
understanding of the world. And that's i::tpUght into action in the 
drama. 
(Cut to drama) 
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(Teacher and pupils in role as members of the board). 
T (In role) As members of the board investigating the opening 
of the restaurant I want people to decide, by a show of hands, 
whether this restaurant should be opened or closed. 
Those who vote for the opening of the restaurant please put 
up their hands now. 
(Vote taken) 
T Well, I'll have to agree with this, its a majority decision of 
the whole board that McJacksons Eat In is now open for business. 
Ps (Cheers and clapping). 
End. 
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APPENDIX TWO. 
Audio research documents: 
1. Letter to participating teachers 
2. Procedure sheet 
- _MITCHELL 
~ --!? COllEGE OF AfNANCED EDUCATION 
I am writing to ask I'or your help. 
BATHURST NSW 2795. 
AUSTRALIA. Ph. (063) 311022 
JOHN CARIIOLL 
SCHOOL or COMMUN I CA Tl ON 
AND LIn[RAL STUDIES 
27th rebruary 19134 
I am concerned that the proposed N.S.W. Curriculum for Drama may I,e 
formulated without a survey of the best of current leaching practice now 
occurring within our schools. You know of my interest in tllis area after 
having successfully completed the unit 10.605 Drama in Primary English in 
your Graduate Diploma in Language in Primary Education. 
The NSW Curriculum in Drama is at stage 3 and we desperately need information 
on the actual language primary children use in drama if we arc going to 
convince teachers throughout the state of the value of tt,e subject. 
As one of a select group of teachers who has (very!) successfully used Drama 
in Education with children I am asking if you can spare an hOlJr of your 
professional time to aid me in gathering information for this important 
project. 
Specifically I am hoping you can find the time to plrm [)I1U tench [) drama 
lesson of your own choice to your current class and record the pupils verbal 
responses on a cassette tape recorder. 
My focus is the different language registers children adopt in drnma in 
the hope that I can connect the range and variety shm~11 in this approach 
with current language theory. 
A way of doing this is by recording the "spr)edl inHiBlivPf;" clllldrf'n rnnke 
both in and out of dramatic role. 
[A "speech initiative" can be defined as anythin(J chUdrpl1 R<ly to l.IlI~i r 
classmates or teacher t.hat is not a direct response lo a question.] 
Therefore to standardise and simplify the recordillq of such lallgunge could 
you carry a cassette player around with you as you leach t.he 1£"88011 and 
it randomly record what the children say. 
There are three language di v i5ion8 that may QC'cur in some dram;] l£~sson!). 
They are: 
The planning session, where there is often sOfTIe ini linl discllGsion 
between pupils and teacher before the drama begins. 
. .. /2 
- 2 -
The drama, where pupils and teacher are involved in some form of role 
playing as well as discussion and reflection. 
Reflective discussion where the children comment on their own droma 
and experiences. 
I would be grateful for some or any of the childrens responses in any form 
whatever. 
Naturally, all the childrens speech you record will be kept completely 
confidential and used only by me to establish childrens language patterns 
in drama. 
I will send you a full report of the results of my findings as soon as it 
is complete. 
Thank you in advance for participating in this attempt to get some data 
on the Language Australian children actually use in drama. 
Please do not hesitate to include a list of any expenses you incur, the 
cost of postage, extra tapes etc. 
Thank you once again. I know how busy you are at this time of the year. 
If you have any queries please phone me any time: 
Office: 
Secretary: 
Home: 
Yours sincerely 
JOHN CARROLL 
(063) 332 349. 
(063) 332 539. 
(063) 31 8851. 
PROCEDURE SHEET 
1. Select any topic and drama techniques you feel will fit your current 
programming. 
2. Record the lesson on a cassette tape recorder. 
3. Keep the cassette recorder by your side and carry it around the room 
with you. 
4. Class details. 
(a) Age range .................. 
(b) Numbers boys girls .......... 
(c) Special features (composite, streamed, family group etc.) 
· ............................................................. . 
· ............................................................. . 
(d) General comments. ............................................ 
· ............................................................. . 
· ............................................................. . 
5. Lesson. 
(a) Topic .............................. 
(b) General Comment on Lesson and Lesson outline 
· ............................................................. . 
· ............................................................. . 
· ............................................................. . 
· ........................................................... . 
PLEASE FORWARD CASSETTE AND PROCEDURE SHEET TO: 
Thank you. 
J. Car roll 
J. CARROLl:. 
LECTURER IN DRAMA 
MITCHELL C. A. E. 
BATHURST. 2795 
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APPENDIX 3. 
External course taken by teachers. 
GRADUATE DIPLOMA IN 
EDUCATIONAL STUDIES (LANGUAGE IN PRIMARY EDUCATION) 
This external course of study is specifically designed for 
primary teachers, and is focused on principles and prac-
tices relating to the vital importance of language in learn-
ing. 
Admission requirements are: 
a) completion of approved teacher training at diploma 
or degree level, ie, teachers are required to ha'oIe 
three year trained status with a Diploma in Teaching 
from a college of advanced education or four year 
trained status with a first degree and a Diploma In 
Education; 
b) at least three years successful full-time teaching 
experience and status as a certificate teacher with 
an employing authority; 
c) regular .iccess to children in school settings through 
employment as a teacher or by agreement with a 
school principal that access will be provided on a 
regular basis; 
d) recommendation by a school Principal or other rep-
resentative of employing authority. This might well 
take the form of a Principal's or Inspector's report on 
effective teaching ability and experience. 
The course consists of 6 units of study, each valued at 6 
credit points, together with a 12 credit point dissertation. 
The minimum duration is four semesters, the equivalent of 
one year's full-time study, and attendance for five days at 
a residential school (during primary school vacation 
periods) is compulsory In eac~ semester of enrolment. 
The list of compulsory and optional units is as follows: 
1. Compul.ory Units (36 credit points and disserta-
tion): 
Unit No. 
10.145 
10.245 
10.570 
Credit 
Unit Title Polnte 
10.240 
. 31.404 
10.650 
Language In the School I (Primary) 6 
. Language in the School 11 (Primary) 6 
New Developments in Primary 
English Teaching 6 
Literature for the Primary School 6 
OR 
Primary Reading Development 6 
Language In Education Dissertation 
(Primary) 12 
2. optional Unite (12 credit points) 
Students are required to satisfactorily complete any 
two of the follOWing units. 
unit No. Unit Tltl. 
Credit 
Polnte 
10.481 Programming Across the Curriculum 6 
10.484 Language. the Mass Media and the 
Primary School Child 
10.240 Literature for the Primary School 
6 
6 
31.404 Primary Reading Development 6 
31.405 Reading Studies Primary 6 
10.607 Drama and Primary English 6 
10236 Myth, Fantasy and Fairy Tale B 6 
12.111 Teaching English as a Second 
Language I 6 
12.112 Teaching English as a Second 
12.500 
Language 11 6 
Modern Greek lAm 
Prog ..... Through the Cou .... 
The following table summarises the presentation of units 
and student progression for completion of the course In 
four semesters: 
Semester 1 
"Language In the School I (Primary) 
"Literature for the Primary School 
or 
Primary Reading Development 
Residential school, Involving a series of workshops lor 
each unit and individual tutorials. 
Semester 2 
"Language in the School 11 (Primary) 
Option 1. 
Resident~al sch?<>I,. I.nvolvlng a series of workshops lor 
each unit and Ind.iVldual tutorials Including preliminary 
discussion 01 poSSible classroom Investigation (disserta-
tion) topics. 
"'Students who choose to take their optional study In the 
area 01 English as a Second Language take either 
Teaching English as a Second Language'l and 11 OR 
Teaching English as a Second Language I and Modern 
Greek lA. 
Semester 3 
"New Developments in Primary English Teaching 
"Option 2 
"Language In Education Dissertation (Primary). 
Residential schoo,l, , Involving a series 01 workshops lor 
each unit and Individual tutorials Including discussion 01 
classroom Investigation (dissertation) topiCS. 
Seme.ter4 
"Language in Education Dissertation (Primary) 
Note: There is no compulsion to complete the course In 
two ye~rs. Fo~ example, the dissertation may be under-
taken In a third year after all course units have been 
completed, and students may take only one unit each 
semester If they so desire. 
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APPENDIX 3 
A DESCRIPTION OF THE NEW SOUTH WALES EDUCATIONAL SYSTEM 
An Overview 
The State of New South Wales (Australia) has two large centralized 
school systems and a range of "Independent" private schools. The two 
centralized systems are controlled by the Catholic Education Office and 
the New South Wales State Department of Education. 
The non-government non-Cathol ic schools cater for some three 
percent of the pupils in New South Wales, the overwhelming majority 
being secondary pupils. Most of these schools are far better off than the 
Government or Catholic schools, but they have nevertheless benefited 
from the renewal of state financial aid to all schools. The private 
schools tend to ape the style and social pretensions of the English 
Grammar Schoo 1. 
The Catho 1 ic system has recent ly experi enced a dec line in the 
number of teachers in the religious teaching orders and the percentage of 
lay teachers in the system is now over 75% and stl11 rising. The State 
provides substantial financial assistance to this system and many of the 
staff have been trained in government institutions. The number of pupils 
in this system is rising and now stands at 19% of the States total pupil 
enrolment. 
The government schools are part of a large centralized system with 
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a range of regional offices in provincial centres. The state system 
provides the widest range of schooling ranging from pre-schools to High 
schools and the bulk of the states children attend this system. 
As the research was carried out in primary schools within the 
government system, the rest of this description will concern them. 
The Primary Division of the New South Wales Department of 
Education 
The New South Wales Department of Education has in Its Primary 
Schools a total of enrolled pupils exceeding 400 thousand. These pupils 
are catered for in approximately. 7 thousand different schools in which 
there are more than 23 thousand teachers. (Source: N.S.W. Teachers' 
Federation Research Section). The Department employs and places these 
teachers in their respective schools within a geographical region which 
covers 801,600 square kilometres. 
This centralized system is quite different to the localised Education 
Authorities of England and the United States. As would be expected from 
the above figures it has a rigid heirarchial administration run by a large 
bureaucracy. 
The administration of all government schools in the State is the 
responsibility of a Department of Education headed by a Director-General 
who in turn is responsible to the Minister of Education. The State is 
divided into a number of Educational Regions each with Its own Regional 
Office and Regional Director. These latter persons report to the 
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Director-General and see to the carrying out in the Region of pol icies 
emanating from this office. An Inspectorial Staff is the main contact 
between the schools and the administrative staff, and each Region 1s 
divided into a number of Inspectorates, each with its own Inspector. 
In recent years there has been a move away from the highly 
centralized system with limited autonomy being given to the regional 
offices. At the same time the role of the inspector of schools is 
changing, with less emphasis on the inspection of schools and teachers 
and more on consultation with and advice to teachers. Correspondingly, 
the responsibility of the school principal has increased as many 
decisions, especially those dealing with curriculum and minor financial 
matters are made at the school level with the assistance, in many cases, 
of teachers and parents. 
However, schools are still staffed from a central administration. A 
statutory authority controls teachers'salaries, conditions of employment 
and discipline. "The Department" as It is often called, works within a 
system containing a large number of written rules and regulations. 
There is for example, a detailed "Teachers' Handbook" of three 
volumes outlining those regulations which apply to teachers. These are 
updated regularly and it is expected that teachers know about these 
changes and that Handbooks within schools be kept up to date. 
Despite the monolithic nature of the organisation, the Department of 
Education copes reasonably well in providing a uniform standard of 
education over a huge area containing some very inhospitable terrain. 
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some sense of perspective can be gained when it is realised that remote 
schools are over 1.000 kilometres away from head office in Sydney. 
In summary. the New South Wales Department of Education is a huge 
educational system containing many good teachers and a range of 
innovative programmes. but ultimately restricted in as effectiveness by 
its own unwieldy bureaucracy. 
APPENDIX FOUR 
SUMMARY OF THE REPORT OF THE PRIMARY 
LANGUAGE SURVEYS 1980 and 1981. 
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Conducted by Graham Little of Canberra College of Advanced 
Education for the Primary Language Committee of the Education 
Department of Tasmania. 
In these studies, teachers of 7 and 10 year olds analysed the 
functions and forms of language in student listening, speaking, 
reading and writing in their own classrooms, as a means of 
curriculum evaluation. 
The 1980 study of ten schools selected at random gave a 
base-line for subsequent comparisons. The findings were very 
similar to findings from other education systems. Functional 
analysis indicated that concrete and general ised informat ion about 
the material world heavily predominated, with only I imited amounts 
of human content, higher abstraction, imagination and evaluation. 
Formal analysis indicated marked developments in the language skills 
between ages 7 and 10, with some I imitat ions arising from the 
limitations of functions experienced. The general conclusion was 
that curriculum and langua~e skills could be improved by more 
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attention to the Questions Why?, What if? and Who cares? 
The 1981 study involved twenty schools, most of which were 
involved in the curriculum development processes fostered by the 
Primary Language Committee. This sample reveals little change in 
the amount of human content, but there proved to be marked increases 
in the imaginative and evaluative approaches to content. This was 
associated with increased abstraction of thought, in the spoken 
l~ngu~ge but not in the written. It was also associated with 
management of more complex language forms. 
The firm indications are that schools involved in the 
curriculum development process were largely successful in 
broadening the range of thought and expression across the curriculum, 
with related gains in language skills. 
Functions of the School Language 
The analysis revealed some strong trends which enable a 
description to be made of the kinds of mental processes and language 
forms that are fostered by the schools. 
Two thirds of school language is: 
* material in content; 
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* informational in purpose; 
* concrete and as if concrete (imaginary but not poetic) in level 
of abstract ion; 
* public or academic in sense of audience. 
Such a trend is not surprising. We look to the schools to foster 
the communication of information about the physical world and this 
they do. The problem may be that they do little else. 
The remaining third of the communications is shared among: 
* content as persons, mind, society and the figurative; 
* expressive, interactional and imaginative purposes; 
* generalised and abstract levels of thought; 
* intimate audiences, or particular audiences other than the 
academiC. 
On average, the individual items in the second list are 
outweighed by items in the first list by about 20: 1. Some items, such 
as figurative language, scarcely occur at all; and others, such as the 
interactional and the abstract, scarcely occur in the written 
language, t~ough they do appear in the spoken language. 
On the whole, the use of language in the schools can be 
described as markedly positivistic: concerned with objective matters 
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of concrete material fact. There are some exceptions, but this is 
undoubtedly the general trend. The pattern does not change markedly 
through the years of schooling. With increasing age of students, there 
is some increase in the abstraction of information at the expense of 
the evaluative and imaginative, but the general trend towards 
positivism remains. 
The subject English stands out from the rest of the curriculum 
because of its emphasis on the reading and writing of fiction. English 
is thus more characteri st i ca lly human in content than other subjects 
and gives scope to imaginary (and to a minor extent, poetic) purposes, 
and is public in audience. In the senior years, the writing becomes 
more literary-critical than creative and veers towards an academic 
audience, but it is also conSistently more abstract in thought than 
comparable work in other subjects. English would seem to play its 
assigned role as a central humanities study, by fostering a variety of 
functions and giving experience of a variety of forms. 
Where it is part of the curriculum, creative drama fosters 
interactionallanguage in the planning, imaginative language in the 
actual drama, and evaluative language in reflection upon the drama 
once it is completed. The latter involves higher levels of abstraction 
than those usua lly encountered. 
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Where small group discussions in any sUbject are part of the 
curriculum (and they are incorporated in the Language Study whether 
they are a regular feature of not), they evoke evaluative language 
with an intimate audience and again foster higher levels of 
abstraction than those usually encountered. 
A curriculum without English, drama or small group discussion 
would appear to offer only a narrow range of thought and expression 
and hence only a limited mastery of language skills. It is possible, of 
course, to argue that the other subjects such as mathematics and 
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natural and social sciences would be improved by more stress on their 
human relevance and the higher mental processes. 
As so far surveyed, these subjects make little of the human 
importance of their content and while they offer plenty of 
generalisations, seldom involve the student in sustained higher-level 
reasoning, either in the reading matter or student writing. Yet the 
same students can reason. 
What of the remaining arts? So far, data on these have been 
pooled with that on other subjects, and it is not known whether they 
contribute something speCial to thought and expression. A content 
analysis of talking about music (Bonham 1978), Indicates that 
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teachers and other professionals talk about music in technical 
language, while students and others talk about it in terms of the 
mind, society and imagination. Thus, there appears to be Quite a 
different orientation to the art on the part of the two sets of people. 
It would be interesting to collect data in language in use in the arts 
in schools to find out the extent to which they are technical or 
concerned with humanity and intellect. 
Ref erences: 
Bonham, G. Music Education. M.Ed. Thesis, School of Education, 
Canberra C.A.E., 1978. 
uttle, G. Language Analysis Handbook. Education Department 
of Tasmania, 1983. Language and Curriculum, 
Education Department of Tasmania, 1983. 
APPENDIX FI VE 
Representative extracts of all In-role drama texts used as 
examples in the main study are reproduced below. 
1. The Medieval World. 
2. Poor and Dispossessed 
3. Metro Media 
4. The staro People 
5. Zybons 
6. Discovering Ancient Central America 
7. The Early Days 
8. Missing 
9. Strawberry Fields Nursing Home 
1 O. Project Ark 
11. Machineland 
12. Mirni Dom 
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TAPE NO.02.79 MEDIEVAL WORLD 
(Pupils and teacher in role as peasants) 
P 1 I would like to ca11 a meeting. 
Ps What was that (inaudible) 
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P 1 The King has ordered that all books are to be burnt because he 
thought that they were defying his law, um, going against his law 
and as we know we have put the precious book away and some of us 
might be able to make a chest and bury it so that he doesn't get our 
book. 
T What's this business about the King? What did he say was wrong 
with our book? How long did we spend on that? 
P2 About a yearl 
T A year, at least a year, some of us have worked on that book .... 
P3 But the King won't 1 isten to that! 
PS Yeah. 
P4 He will just burn them. 
T But why would he want to burn books? Aren't books the most 
precious things we have got? 
PS Yeah, because he 1 ikes to be greedy. 
P6 He is selfish -
P7 He -doesn't read himself. 
T But that doesn't make sense, he has all of his own books why 
does he want to burn our books? 
P7 He doesn't like them. 
P6 (inaudible) - keeping our books instead of burning them. 
T Sorry, I didn't hear that. 
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Pl He probably doesn't think it, he probably is selfish because he 
hasn't got a good book like ours. 
Ps Yeah. 
P4 (inaudible) ours is nice like a painting and all that. 
P3 He just disagreed probably with what we've said in our book and 
read .... 
PlUs lower forms. 
T What, did he give you a reason why does he want it burned? 
P 1 Because of the law, he thinks books go against his law. 
P We shouldn't have books but he's got a lot of books for his own .... 
P2 He probably thinks we spend too much time on ..... . 
P3 Our lower form have put together a book just as good or maybe 
better than some of his ..... 
P He doesn't think we deserve it. 
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TAPE NO.03.42 MEDIEVAL WORLD 
(Pupils in role as peasants burying the illustrated manuscript). 
P 1 Let's hope that the King does not find this for we may not see it 
again. 
P2 Let's hope that the other generation that we are passing it down 
to shall treasure it well and maintain it so the King doesn't get it. 
P3 Here we are placing our most valued object in hope that the King 
and his people will not find it. We are hoping a younger generation 
one day, wi 11 remove it and treasure it 1 ike we have. 
P4 I hope this book outlasts the King and our younger generation 
will appreciate it as much as we have. 
PS May the King rot in hell because he gave us such hardship times. 
P6 All I can say is I hope the King never finds this book. 
P7 I hope this book goes into good use. 
P8 I hope this book goes to someone who looks after it after we 
have died. 
P3 Now we wi11 pray and hope that things go as we wish. 
Our Father who art in Heaven ........ 
(Lord's Prayer said in role) 
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TAPE NO :4.40 THE MEDIEVAL WORLD 
(Pupils in role as peasants, teacher in role as kings councillor) 
P.l (In role) We have things hidden away, people have kept things, 
but why is it the king would want my last bowl of meat when he has 
all these marvellous foods already? 
And why is it he would want her wooden locket when he has huge 
portraits of wood? 
T. (in role) The King requires as much of everything he can get his 
hands on! You don't realise how expensive it is to run this country. 
You peasants have got stuff hidden away, all of you I know, every 
single one of you has got stuff hidden away. 
P.2 You've got more stuff than us! 
T. The King, the King and the Nobles obviously are born to have 
more than you people. 
P.l Why? are they born to have more than us? 
P.3 We are all people! 
P.1 (Why can't people be equal 
T. (What do you mean we are all people, you're peasants. 
P.4 People are equal! 
T. (In role to pupil in role as Lord of the Manor) What sort of 
nonsense have you been talking to these people here. Don't they 
realize the peasants. the peasants' job is to give aJJ they earn to us. 
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P.5 But the King has been treating us like we are animals, and you 
are people, and we are a born people but 
Ps Yes. 
T. Look you don't seem to understand you are born peasants and 
(it is your job ... 
P.1 (But why does that mean we must always be peasants? 
Ps Yes 
T. Because you are born peasants 
P.5 And what... 
T. The Earl of Warwick was born the Earl of Warwick and will 
cont inue to be so! 
P.6 Well how do you know who is going to be born kings or peasants? 
T. It is decreed by God, obviously I am born to be the Kings 
Councillor, and demand from you peasants, thieving nasty peasants 
who have hidden stuff awa .... 
P.1 (you claim, you claim you are so good, what have you done for 
us?, we seem to have given you so much, what have you done for us? 
T. What have you done for us? We 
(protect.. .... 
P.! (everything! 
P.5 We have done more than enough for you. 
T. Can you answer them? (Directed to student in role as Lord of 
the Manor) 
P.7 I've never heard such behaviourl 
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T. No, I thoroughly agree, we the King and his people, we protect 
you. It is the peasants' job and right in life ..... 
P.l Protect us! You have n't protected us in the slightestl 
P.8 We are out there in our old houses ..... 
T. Certainty 
P.9 Shivering to death. 
T. Shivering, what nonsense. you've got stuff hidden away, you've 
got stuff hidden away. you lead a really good life. 
P.l0 We have n't got no blankets. 
Ps (Inaudible) and materials .... 
P.l Look at that cloak you've got on now, have any of us got cloaks 
like that? 
P.l0 All our clothes are ripped. 
P.S We've only got rags. 
P.8 Yeah, ripped. 
T. Well is nt that their lot, they are dressed in rags because you' are 
indolent, you won't workl 
Ps We will, we do (Inaudible). 
P.6 (I t's you who do not work 
P.l [You're the ones who won't work 
P.l O(You're the people who do not work 
T. If you had done a decent days work instead of idling around, lying 
in the fields .. 
P.S Oh, we don't be in the fields. 
Ps (Inaudible) .... If we didn't work for you. 
P.9 You just sit there. 
P.5 Yeah, why don't you ... 
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T. I f you don't keep your mouths shut I'm going to have the guards 
come in here and drag you lot away. 
P.2 How do you know they will obey you? 
T. Of course they will. 
P.2 How do you know? 
P. 1 Do you treat them, treat then like humans? 
Ps (Inaudible) treat them fairly. 
T. I've never heard such an unruly' bunch of peasants, I 
(mean you are .... 
P.l (Maybe people have been too 'afraid of you to speak up. 
P.8 {We have n't seen much of... 
P.l0 .... (cause a revolution .... 
P. 1 0 ... Awful King as you .. ..} 
T. There is no way you can talk to a King~ representative, I may 
not be the King, but I am the King's representative. He will hear of 
this! He wants everything you have got 1ef.. .. 
P. 1 He should hear of thisl 
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TAPE NO.OS.53 MEDIEVAL WORLD 
(Teacher 1 in role as Lady Jean, mistress of the Estate. Pupils in 
role as peasants, Teacher 2 as peasant). 
T 1 (In-role as Lady Jean) And what is it that's troubling you. 
Pl We would like to talk to you and tell you about the King who 
stole our books, who is trying to steal our books. 
T 1 The King has stolen all your books? 
P2 We tded, we made a chest and bur1ed tt underground. 
P3 And buried the keysl 
T 1 Why was the King banning your books? 
P4 Because he thought we didn't deserve them. 
Ps (inaudible) ... no books. 
P2 It was against him, that we had books. 
T 1 Did he feel that the books were for him only. 
Ps Yes! 
T 1 And what do you think should be done about this? 
P2 Well, we think we should have a right to have books as much as 
should 
T 1 50 what have you done with the books? 
P4 We put one in a chest and buried it. 
PS Well we have survived because we're in a big group, all the 
others are too um .... 
T 1 They won't say anything. 
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PS Yes, they are too scared because people have been um hanged 
from the neck until dead before. 
P3 He took all our possessions just, claiming we weren't worthy of 
it and then we were still expected to give him gifts. 
P And we had nothing at all left. 
T2 That's right! I wonder if, if we could could ask her maybe to go 
and ..... 
P 1 See the King. 
T2 Well, you ask her. 
PS Will you go and see the King? 
I 
T 1 I will certainly go up and see him on your behalf. I'll question 
him about all the things you have said today and I'll come back and 
tell you what he says. 
Poor and Dispossessed Tape No : 116.04 
Drama in Action 
T. (In role as unemployed person) Is this the place where I'm 
supposed to come for help. 
P. ( Pupils in role as community workers) Yesl 
T. How do you help people like me? 
P. We give you food 
T. Have you got food? 
P. Yes 
P. There's some out in the kitchen. 
T. What about my family? can I trust you? 
P. Yes 
T. I couldn't trust any of those other people 
P. You can trust us 
P. That's rightl 
T. How do I know I can trust you? 
P. We've helped a ... 
T. How do I know I can trust you? 
P. We have a record of helping people 
P. We can help you by giving you a home, and food. 
T. Home, that's what they said before. 
P. And new clothes 
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P. And we won't separate your family 
P. There's a flat just .... T. 
T. Who told you I had a family? 
P. You did! 
P You say you are (inaudible) and you trust your family. 
y 
T. Because where I was before they tried to trick me 
P. We won't trick you. 
P. There's a flat down at (inaudible) I'll get the keys. 
T. What does It cost? 
P. Nothing! 
P. It's all paid for .. 
P. It doesn't cost anything I 
P. (Inaudible) 
P. We will help you 
P. I t's a poor home. 
P. We'll try to help you and you've got a flat by yourself. 
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POOR AND DISPOSSESSED 11 Tape No: 124.0 
P.(ln role as community workers) We will give you a test and then 
we will know what type of job to give you. 
T. (In role as needy person) What did you say? 
P. I sald we will give you a test and however good you are at the test 
we will give you a jOb. 
T. What do you mean a test? 
P. Like a test ... 
T. What does he mean when he says a test? What does he mean? 
P. A test, if you don't do very good you don't get a good jOb. 
T. What sort of a test? 
P. Like, if you pass the test you can get a jOb. 
P. A really good job, a really good one. 
P. But if you haven't passed whatever the number is you haven't 
passed and you don't get the job .. 
T I can't read. 
P. We'll teach you to read. 
P. We'll have to get you another job then. 
P. Which job would you like .. 
P. Wait a moment, wait a moment, 
P. Hang on, hang on, sit down please! thank you, 
P. Would you like some food first and some water, and some drink 
... water mixed with drink. 
T. My family is more Important to me ... What 
P. We will get them straight away. 
P. Do you know the phone number? 
P. We don't need a phone number. 
We'll just find out where they are, what home are they in? 
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Poor and Dispossessed Tape No :20.70 
Reflective Discussion (out of drama) 
T. Trevor, now what did you think about? 
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P. I thought about a real old man, and he was really poor and didn't 
have a home or anything. 
T. 'see. 
P. 50 did I! 
T. Yeah OK - Yes Wayne? 
P. You didn't have a home, or you didn't have a phone number. 
P. You had a family but you missed them. 
P. You didn't like phones. 
T. Do you think that somebody in that sort of situation would miss 
their faml1y. Yes. 
P. Yes - you didn't want to tell us about your faml1y and tried to 
avoid it. 
T.Why do you think that might be lan? 
P. Cause you felt under threat cause they might treat you bad and 
that. 
T. Who might. 
P. (Your family. 
P. (The community workers. 
T. Right - Les? 
P. Uh, every time we asked for your phone number you kept on going 
on and you wouldn't tell us your phone number, 
P. He hasn't got onel 
P. Yeh, you wouldn't tell us your phone humber. 
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T. Why do you think somebody in a situation like that might be a bit 
reluctant to say anything about not having things? 
P. You mightn't want people to know your family. 
T. Why not Michelle? 
P. 'cause you might think that they, the people who were trying to 
help you might think that they didn't trust you or anything. 
T. I should think that would be quite likely that they wouldn't ... Yes 
I can see what you mean. 
P. They might go and get angry on them. 
T. Kathy. 
P. You are embarrassed about the way your family looks and about 
being poor. 
Ps. Oh yeah. 
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METRO MEDIA Tape No :96.28 
(Out of drama discussion) 
T. Do you want to make a decision as a class now? What would you 
like to happen next? 
P 1 We'll see George! 
P2 Yeah .. 
P3 Yeah 
T. Is that what you'd like to see. 
P1 Yes 
P4 Yes, we'd ask to see George. 
T. That's what you'd like to happen next. 
P 1 .... To talk to ,and give In to us. 
T. OK - well this Is the last.. .. 
PS (1naudible). 
T. Did everyone hear that, Is that agreed. 
PS Yes. 
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METRO MEDIA III Tape No 98: 12 
( Teacher in role as editor, pupils in role as reporters) 
T. Teacher in role- on phone) All right then ... so you don't think we 
can run the story then. 
T. Ah, the lawyers have just said they don't think we can run the 
story, we haven't got enough proof. I mean, have you people since 
I've been out... 
P 1 (That's only lawyers ... 
P2 (What about all the money that goes down the drain then? 
T. Look, look, I'm not worried about that, yes sorry, 
P3 (It's a whole days work we just got scrapped. 
P4 { It's our, our ... all that work 
Ps ( (inaudible) we went. .. 
T. I know ... Look I'm sorry about that. 
P4 All that work we went through. 
PS It's our story so if we get in gaol for it it's our fault, not yours. 
T. No, but you see the responsibility is mine. I mean you're in 
my employee so, I realise it's a whole days work down the drain but 
I mean, we can't run stuff, thats defamation ... 
PS Yes (Inaudible). 
P3 (What should we want to do that for ... 
P6 {It's our story and we should have, and if we want to publish we 
should be able to. 
T. But are you sure it's accurate. 
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P5 Yeah. 
P7 A couple of days have gone, (inaudible) ... to stay in town on the 
train .. 
P6 (Yeh, we've got enough proof on him, 
P7 (Fifteen bucks worth of batteries gone. 
T. Yeah, sorry yeah, 
P8 We interviewed this Nick man .. and he said ... 
P7 We interviewed this Nick man, this guy called Nick and he said he 
is probably the victim. 
T. He's the victim? Oh no, no - Carr 
P7 Oh, he's the man that murdered, killed, 
PS Murdered, killed him, because 
T. (Are you, are you prepared .. . 
P7 (He had a criminal record .. .. 
T. Yeh - are you prepared to put your jobs on the line on this one. 
Ps Yeah-
P8 I'm not! 
pg We had a meeting the other day. And today he answered 
(some of the questions different. 
P3(different.. .. and he was wearing a black coat. 
T. (So you feel this ... 
P7 (and he has a black balaklava on. 
T. So you feel this Is enough evidence to run these stories. 
PS Yeh (inaudible) it sure is. 
T. Well, well, I'm not sure ... you still haven't convinced me ... 1 
mean .. those stories I mean If they run I'm in trouble. 
PS We'll take the blame, not you. 
T (Well It's all very well for you. 
P3( you run it yourself, you run it yourself, because we spent a 
whole days work doing that. 
P3 Yeh. 
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P7 We got a couple of hours and fifty dollars worth of batteries 
gone. 
T. Well that might be, that might be your problem on on 
P7 We get paid for it. 
T. But I'm still paying you to do this story and If I say the story is 
scrapped, I t's going to be scrapped! I mean ... 
P8 Don't be ridiculous. 
P6 We're the ones who see it, an are want to take the risk to do It, 
and If you don't think It's right you've got to persuade us not to do It. 
T, No that's not true because ... 
P8 Yes that's true! 
T. Well what.. .. 
p, Don't leave us to (inaudible) 
PS Well do you want - do you want us all to qult...so the story won't 
be cut. 
PS Yeah, yeah. 
T. Are you telling me you are going to quit unless I publish. 
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PS Yeah. 
T. OK, well you can have a Union meeting over there. I tell you 
what, if you quit there will be no severance pay for you that's for .... 
P3 don't worry about it. We've all got second jobs I 
(Meeting held) 
T. If you can't talk logically you can just get right out of the 
building. 
Ps( If you don't .~ ... (inaudible) 
P6( All that money down the drain, you can't be a very good person. 
T. Go on. 
P. Yeah. 
P7 Get out there and start finding new jobs (pupt I to other pupi 1). 
PS We don't have to - yeah-
P3 OK smart aleck, you can run the whole show yourself, as if you're 
going to run three businesses at once. 
P 1 OK ,that's all right. 
T. Look, I've got a team of people prepared to work with me here, 
and you have threatened us on one simple story. 
P3 One simple storyl 
pg We've spent a whole days work on this, and now you don;t want to 
publish ft. 
Ps and we ...... (1naudible) 
Ps It's all gone 
PS We said - we buy half of this material so if we buy half of it we 
can take 1t away. 
Ps Yes. 
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METRO MEDIA 3 (out of drama discussion) Tape No: 98.71 
T. So what do you think would happen in these sort of cases. 
P 1 Ah, people would go on strike. 
T. People would go on strike. 
P2 People would get sacked! 
T. People would get sacked. 
P3 People would walk out. 
T. People would walk out. 
P4 Some people would quit. 
T. [-Some people would quit 
PS [- I know what I'm going to do, I'm going to sack you 
P. (laughter). 
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T. It's terribly interesting what you are saying. Would people 
really quit, decide to quit over the fact they decided not to run a 
story. 
P6 Some people would run straight over to the Workers Union. 
P7 Who can sack you? 
T. Well no one can sack me because I'm part of the management. 
P7 No but what about .... 
P3 We could take you to court. 
PS We could kick you out of this jobl 
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Metro Media (out of drama discussion) Tape no: 99.15 
T. So we are going to have some people who actually, who are going 
to quit over this job unless he gives in and allows you to print the 
story. 
P 1 Yes. 
T. You were telling him, Don't, you think that's pretty interesting. 
That peop 1 e are prepared to be so .... so .... 
P2 Tough. 
T. Tough about their own JOb. I wonder why it is that people ... 
P3 Because they are -
P 1 We have proof that Frank Carr was possibly rpurdered, we have 
proof that ~e have suspicion. 
P4 Nick!. 
T. I mean in the real world would people give up their jobs just to 
get the truth! 
P3 They do! Yes ... 
P 1 They do.1 
T. I wonder why that Is, who do people that sort of thing? 
PS Because they don't think It's right - that the truth shouldn't be 
printed. 
Ps (Inaudible). 
T. So you think truth is more Important than somebody's job. 
PS Yep. 
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THE ST ARO PEOPLE TAPE NO: 56. 1 0 ( 1 ) 
(Discussion) 
T. I want you to see if you can work out just by looking what sort of 
people may have owned or made these objects, now this is my 
problem, I've got this problem to try and work out something about 
these people just by looking at the objects, so which one would you 
like to start with? 
Would you like to start with the knife, the bowl or the belt first? 
Yes? 
P.1 The belt. 
T. OK, the belt. What sort of people do you think would own such a 
belt? 
P.2 People that are sort of wealthy. 
T. Wealthy, why would you say they might be wealthy? 
P.2 Because it's a material that's colourful and bright. 
T. It's colourful and bright ye ... 
P.3 They're good at weaving, it looks ltke they have done weaving 
then sewed the flowers on. 
T. That's a very perceptive comment, yes because it is in fact 
woven, its hand woven if you look at it closely. You've obviously 
not iced that. 
So someone, it's not bought material they didn't buy 1t In a shop, It's 
been hand woven. 
T. What could you say about this? Just tell me yes? 
P.4 Somebody who needs a very sharp knife. 
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T. Right, someone who l1kes and perhaps needs a very sharp knife 
yes. 
P.5 Someone who cuts, mean an all that cause 1t has to be sharp to 
cut meat. 
T. So you think it's a meat knife for cutting meat. 
P.6 It's got a wood handle and kitchen knives have plastic handles 
mostly. 
T. It's got a wood handle, so it's certainly not really the sort of 
knife you would find In the kitchen. 
P.1 Ah, It's someone who always goes fishing a lot. 
T. Or it could be a fishing knife. Yes. 
P.7 Or from up in the hills killing the wild beasts. 
T. Right, it certainly looks like someone who could do that sort of 
thing. There is no doubt about that because it's a very powerful sort 
of knife is'nt it. It's obviously used for animals or fish. 
P.8 A hun /ting knife, cause like it's got that.., 1t goes down like that 
for when you're skinning things and it can poke underneath the skin 
easy. 
T. Right, so we are starting to get a picture of these people. They 
are obviously not the same sorts of people you would find around 
here. What about this one, the bowl, what can we say about the 
bowl. 
T. Yes, what would you say about the bowl. 
P.7 Ah, people that live overseas might use It. 
T. Any why would you say that. 
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P.7 Because, how the shape, it goes down and around like that and it 
comes down flat on the bottom. 
T. Right it's certainly an unusual shape is'nt it. 
P.9 People in like India might use it for water and might wash their 
hands in it. 
T I'll just pick it up carefully, yes, certainly lt ls quite functional, 
it could hold water or lots of things, lt feels good in your hands to 
• 
hold so It's something to be used, yes. 
P.lO It sort of like, 1t must be for something around the house 
because it's nicely decorated around the top there. 
T. I don't suppose you people at the back there can notice but 
there is some sort of decoration on it is'nt there. 
Ps Yes. 
T. So it's not just a thing you would use, someone has taken some 
care on that have'nt they, yes? 
P.4 It's been easy to make because um you can find the materials 
easy. 
T. Right, so it's made of clay and so It's something you could make 
yourself if you were a good potter, yes. 
P.ll It's old. 
T. Well, it looks old does'nt it, 1t certainly quite, quite a few 
years old. 
P. You could put a flower in it and use it as a pot. 
T. Right, and it would have many uses. It's an object you could use 
as a vase or use to store water or to store grain. 
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P.4 Or to store rice. 
T. Or you could put rice in it. What you people have done is really 
created for us, just by what you;ve been thinking about yourself. 
You've really created a history for this group of people. 
Now I'm going to ask you something else. I'm going to ask you to 
think up a name for these people. 
It's a hard thing to do, it does nt matter what name you pick, just 
someone see if they can think one up. 
P.3 The staros. 
T. the staros, right, that will do, that's very good. 
Ok we'l1 call them the Staro people. 
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THE ST ARO PEOPLE TAPE NO. 87.15 (2) 
(In-role Drama) 
T. This time I'm going to talk from the viewpoint of Tiki and I want 
you to find what you can say when he talks, find to answer. 
You ready? When I put this on the drama Is going to start. 
T. (In role as Tlkj) People of my tribe we have here in front of us 
the three things that we value the most about our whole tribe and 
our way of life. And 1t has come when we remember some of those 
things. 
I remember the time when we had to use the bowls to put the water 
in because there was a big drought and the only water we had left 
was the water in our bowls. 
Do you remember anything about these objects? 
Does anyone? 
P.l I remember about the night we had to go around killing things 
with the knife. 
T. I remember the time when the men took the knifes up into the 
mountains and they hunted the deer and they brought back the skins 
and the meat. 
What do you remember? 
P.2 We had to go an get the colours to weave that belt. 
T. I remember yes, I remember as you do the time we had to go into 
the jungle and find special plants to get the dyes to make these 
brilliant colours. 
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And what do you remember? 
P.3 I remember we had to dig up the clay to make the bowls. 
T. And I can remember that too. And what a big task 1t was. 
remember at the time how difficult 1t was for us to find just the 
right clay. 
P.4 I can remember making the bowl. 
T. And I can remember how everybody in the village prided 
themselves on their abt11ty to spin a bowl, because it's no easy 
thing. 
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THE ST ARO PEOPLE TAPE NO: 97.73 
(In-role Drama) 
T. (in role) It is time for the ceremony of the three objects when 
the Staro people present to the altar the three things value the 
most. 
(Drum beats) 
Ceremonial procession. 
P.l We share the food in this bowl because we are the Staros. 
(Ritual sharing of food) 
To drumbeat. 
T. (In role) Will the second group now come forward. 
(procession carrying slain deer). 
P.2 The Staro people use the knife to kill animals, and to survive on. 
T. Will the second group go back, wi11 the third group come 
forward. 
P.3 This is the belt that we love with our hearts but we have to 
give away. 
(Ritual procession and presentation of belt). 
T. The ceremony is now complete. 
T. (Out of role) Thank you, that was very good, did you enjoy that? 
Ps Yes.· 
T. Right, good. I wonder what kind of people the Staros are? 
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ZYBONS TAPE NO: 16.46 
(In-role Drama) 
(Pupils in role as Zybons questioning teacher in role as Earth truck 
driver). 
T Oh what happened to me? What do you people want? 
PI (in role - using mechanical voice) 
We ask the questionsl 
T Oh! all right, well you ask me then. 
PI Why do you destroy each other? 
T Don't ask me, I'm just a truck driver, I don't destroy anybody. 
P2 Why do you drive trucks? 
T Well I've got to earn a Hving don't I? 
PI What is a truck? 
T A truck is a - well a truck is just a big vehicle I pull loads 
with. 
P3 What is a vehicle? 
T It's a thing with wheels that we put loads on and we carry on 
roads. 
P3 What sort of loads do you carry? 
T 1 carry lots of things, 1 usually carry petrol. 
P4 What is a load? 
T It's a lump of stuff you take from one place to another place. 
P5 Petrol can blow up so why do you take it? 
T Well, I get paid to do it. I don't get paid to think about what I'm 
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carting. I mean, I take petrol, I'd take dynamite if people paid me 
enoughl 
P5 What is "paid". 
T Well they give me money, so I can buy food to eat and so on ....... 
P6 Why do you need to take the petrol for them when they could do 
It themse Ives? 
T. Well that question's a ba hard for me, I'm only a truck driver. 
just get In me truck and I take the stuff to wherever I'm going. 
don't know, that's too hard. 
P 1 Is this "paid" your money, your currency? 
T Yes, it's money currency they give me to pay, so I can live. 
P7 What do they need the loads for? 
T Well I don't know, somet tmes I take hay and somet imes I take 
petrol and sometimes I take frozen Pizzas and I don't know I just 
take whatever they load up. 
P3 What would you do if you were carrying petrol and crashed Into 
somebody. 
T I'd try to run away as quickly as I could In case I got killed In 
the explosion. That's what I'd do. 
pa Why do you drive these vehicles If you know they cause so much 
pollution. 
T Well It's not my problem about the pollution Is It? I mean I don't 
llve there near the highway I live out In the country ........ 
P 1 What about the other person you smashed 1nto, would you care 
about him before running away? 
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T Well it depends if it was their fault or not. Sometimes you see 
such stupid car drivers on the roads, I wouldn't care if I ran over 
them. I wouldn't get hurt anyway I'm in a big truck. 
P6 That's just careless. 
T Oh, it's my job. I'm on the roads all the time and the stupid 
behaviour I see on the roads. 
P4 Why do you drive a truck when you know there are certain risks 
about it. 
T Well that's a tough Question, it's the only job I could get, 
otherwise I'd starve if I didn't have a jOb. 
P8 What happens if you get caught? 
T Get caught? 
P8 Dr1ving trucks too fast. 
T No they'll never catch me. I drive as fast as I can. 
PI Why, do you know It's agafnst the law when you drive fast. 
T Well, I mean the laws are there only to be broken aren't they? 
(Teacher moves from seat) 
T (out of role) OK, right. Now what do you think about that truck 
driver, What sort of person was he? 
Ps Stupid! 
T Do you think he should be saved? 
Ps No - no really. 
P He should - yes. 
T So it's pretty hard ..... . 
Ps Ah well I suppose ... .. 
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ZYBON5 T APE NO: 26.03 
(Pupl1s and teacher in role as Zybons question1ng pupils as Earth 
people. Pupils take appropriate role as questioned ). 
P 1 What's your occupation. 
P2 (in role as Earth person) A naval officer. 
P3 What's that. 
P2 A naval officer is a man or a lady that is on a boat that floats in 
the sea which protects it s country and ..... tries to blow up other 
countries. 
T (aside to other Zybons) Please find out more information about 
this. 
P4 Why do you try and do this? 
P2 To protect our country, and show that we are the best country in 
this so we can rule the world. 
PS What is a boat? 
P2 It's sort of like an angle it's shaped like that at the bottom. It's 
put in the sea so it will move through the water smoothly and it 
wil1 not sink no matter how heavy it Is as long as it's shaped like 
that. 
P6 Why do you want to rule the world? ....... 
P2 That's a hard question that one, so you can ........ can ....... 
T You can always say you don't know the answer. 
P7 What is your country's name. 
P2 Austra 11 a. 
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Ps That's pretty strange. 
P7 Why are countries fighting each other if industrially they are 
the best? 
P2 Well some other countries wanted to build a road so they try to 
defend themselves so they won't so they can build a road 
themselves. 
Tit seems very strange to me, very strange that you have to have 
these expensive ships to stop Earthlings fighting one other. Are 
they designed to stop fighting or to start fighting? 
P2 Well, they are designed to stop and start fighting sometimes, 
mostly fighting is started on the land and then it extends out into 
the sea. 
P6 Why don't you share the world? 
P2 Well some countries don't l1ke other countries and they just 
want all the world themselves. 
P 1 Thank you w j tness. 
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ZYBONS T APE NO. 43:00 
(teacher and pupils in role) 
T We come to the last moment of our drama, we have to make a 
choice. OK everyone sitting Zybons sitting. 
I'll put on my robe and then we're going to make the final decisions. 
P 1 Commander. 
P2 Most of them were bad weren't they? (as aside to other pupl Is). 
T Ready 
T (in role as Zybon commander) 
Let me see the mark. 
Ps (in role as 2ybons - give salute and utter sound) 
Howa ..... Howa. 
T It is now time for us to make a decision whether we think the 
earth people should be saved or should not be saved. You have seen 
their I Ives, you have seen how they behave. 
What is you decision? 
T How do you feel? 
P3 Oh well, I think we should mind our own business and forget 
about them. 
T And what do you feel. 
P4 Just leave them alone, it's their lives. 
T And what do you feel. 
PS Ki11l 
T And what do you fee 1. 
P6 Exterminate them. 
T And what do you fee 1. 
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P7 Some people should be saved. 
T Some people should be saved, we seem to have a range of Ideas, 
yes? 
P8 The bad people should be killed and the good people should be 
saved. 
P4 How do we know the bad from the good? 
T Yes? 
P9 We shouldn't kill them, we should just leave them alone ...... 
T Right, what I want you to do Is to talk to the person next to you 
and see If you can come up with a solution - because we have some 
good people and some bad people. 
Ps (Inaudible - overlapping discussion - very animated talk) 
T So what do the Zybon people think, what's our final decision? 
(competing answers) 
T Shh shh, yes. 
P 1 0 Kill them before they get space technology and kill us! 
T Well that's one view, have we got another view, yes. 
P 11 We should just leave them alone, It's their life and we shouldn't 
Interrupt their life and If they want to become more civilised let 
them. 
T So you hope that If they survive long enough they might become 
more civilised. 
P4 Just leave them alone and let them work it out for themselves. 
T Right. 
P6 Kill them with the Antlgravity gun. 
T Oh right, that's the other idea. 
P 12 Leave them a~one .... 
Ps Yeah. 
T I think then the decision of the Zybon People is to isolate or 
leave these earthl1ng alone and see if they can survive on their 
own ...... 
T (teacher comes out of role) 
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Well that's the end of the drama. But that's a really hard thing. 
What would, should be done do you think. Is there anything you can 
think about? J mean seriously what could you do? Anything? 
P 12 Leave them alone and mind your own business. 
T So you think just leave them alone? 
Ps (Heated cross discussion) 
T It's an impossible problem isn't it? I don't know what you could 
do. 
Ps Bad peop le are be i ng born. 
T. Bad people are being born? Are people born bad. 
Ps No, no - (discussion) 
T J don't even know if people are born bad, maybe they are made 
bad, J don't know. 
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DISCOVERING ANCIENT CENTRAL AMERICA TAPE NO: 03.21 
T Now we're going to start the drama and I'm going to ask people to 
put on their tags, OK? And I'm going to put on my tag too ... .fine .... 
T (in role as committee chairman) 
Thank you for being able to come today ladies and gentlemen. Did 
you all have no trouble parking out the front? Was It alright? did 
you manage to park alright? 
Ps (In role as committee members) Yes, yes. 
T Good. Did anyone see ... the people from Sydney University? Have 
they arrived yet? 
PI No, or the rest of the Sydney people ....... (1naudible) ..... 
T (out of role) I'm going to take this off, we'll just take the tags 
over your head, again. 
That was eh, what was I talking to you like? What was I talking 
to you like? 
P2 Like we were grownups. 
P3 A bit upset. 
P4 A bit strange. 
T I was talking to you like you were adults, like you were experts, 
as it says on here, on your tag from Discovering Ancient Central 
America, 
P2 Yeah 
T So this time again, when we put back on the tags I'm going to talk 
to you as if you are experts, as if you are people from Sydney and I 
want you, as experts in the Central American Exhibition we've got 
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here. And I want to see if you can really answer just that way. Are 
you prepared to go again? 
Ps Yeah 
T Right, tags on everybody. 
Ps Tags on, .... OK man, ... tags on. 
T (In role) Good afternoon ladies and gentlemen, I'm very glad that 
you've been able to make it here this afternoon. Ah did any of you 
have any trouble parking out the front? 
Ps (in role as members of the committee) No, no. 
P2 Traffic jam though. 
T Has anyone seen the ........ sorry? 
P2 A traffic jam. 
T Yes. There have been bad traffic jams on the way from Sydney. 
Ps (inaudible). 
PS The cars are out the front now. 
T Yes I realise that, has anyone seen the people, the people from 
the Museum, have they arrived yet? 
Ps Yes, yes they've arrived. 
T Good, thanks very much, well as you know, we have had some 
problems haven't we? Problems with the exhibition. 
PS Yes. 
T And I notice here that you have got the letter, received the letter 
from the Discovering Ancient Central America Authority. Perhaps I 
had better read It out for 2111 of you who didn't read It earlier. 
(letter is In large poster form pinned to wall). It says, 
"The Authority Is concerned by the loss of part of the exhibition 
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material especially the lack of an explanatory booklet to go with the 
display. It is considered important if the exhibition is to be a 
success. To that end the Authority urges the committee, that's us 
I'm afraid, to compile a booklet outlining interesting items in the 
life of the people. This should be in plain language so the people of 
Bathurst can understand it. The authority will send an observer to 
report on your progress". 
Well, it's a bit of a problem, I seem to recall that the last time 
we met, the various work groups decided on some things, I wonder If 
you could refresh my memory as to some of the things we had In fact 
decided? 
PS We had the names of those uhm - pictures. 
P6 The Gods. 
T They were Gods were they, hm we actually had the names of the 
Gods ah yes I do recall this one was um .. 
PS The Death God. 
T Ah right that was the Death God uh, and what was this one down 
here I'm, 
Ps The Corn God, Corn God. 
T Ah yes, I remember that now. And of course we had something 
over here, a group was working over here on these. What was going 
on, can anyone enlighten me on that, yes. 
P7 Well ah, we were going to write so somebody would know what 
was going on. 
T That's right, I remember that when we were trying to work that 
out. It's a problem because we've got this letter and we have to get 
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on to do something and I'm not quite sure what we should do ..... next. 
It says we should uh ..... 
P2 They might be giving us a clue! 
T Well they are certainly telling us we should get on doing the 
booklet... 
T (Out of role) So, can everyone just take their, can we just stop 
there, take the tags over the top of your heads ...... Now I wonder, if you 
were an expert we would know something about these things 
wouldn't we, we would have to know a lot about these and I don't 
really know a lot about these, do you? 
Ps No, no 
T I don't know much about them at all, so what I thought we might 
do ...... 
P I We know one thing they are all uh, ... 
P4 .. Gods. 
PI No, they're all Gods and they are all people working in the fields. 
P3 Yeah, they are all warriors. 
T We do know that. 
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DISCOVERING ANCIENT CENTRAL AMERICA TAPE NO.24.03 
T (In role as visiting observer). 
It strikes me straight away, they look so interesting but I don't 
have any idea what its all about. It's one of those things that grabs 
your eyes and makes you want to know more. 
I suppose your work right now, ..... do I understand correctly, a lot 
of information has been lost. 
P3 Yes, yes. 
T So you're making sense of it for the people. 
PS Yes. 
T Right. 
P 1 We're the experts, so we have to work out the clues for them. 
T So maybe your taskforce ..... do you call it a taskforce? or working 
party. 
P2 Yeah, task force. 
T Yes. 
P3 Work party. 
T Yes, well perhaps your work party could tell me, or explain to all 
My goodness it must be very difficult just to make sense of 
those incredible names. 
P4 Like four of them are Gods, an 
PS One the Rain God, there's a Corn God -
P4 Yamchac 
PS There's a Death God. 
T I'm sorry I don't understand which is which. 
P6 That's the Rain God, that's the Death God, that's the Corn ........ 
PS That's the Rain God and that's the Creator. 
P6 That's the Creator. 
PS No it's the other way round. 
T I see. 
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THE EARLY DAYS TAPE NO.7.16 
(Teacher and pupils in role as members of the First Settlement 
Historical Society). 
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T Members of the First Settlement Historical Society, we have 
investigated the contents of the chest, we found containing the 
things that were left by Mr., was it George Johnson, 
Ps Joseph Johnson. 
T Joseph Johnson. Perhaps some of the members of the Historical 
Society will tell us what these things were. 
(Teacher points to large pupil drawn pictures of objects). 
P 1 Well he kept a whip and an axe and a gun and some bullets. 
T I wonder why he kept the whip? Have you got any Idea of the 
significance of the whip. 
P2 A souvenir? 
T Yes, a souvenir perhaps. 
P3 He has a horse. 
T Maybe he kept a horse. So you could say that Mr. Johnson even 
though he started as a convlct.. ... 
P2 He was freed and he bought the bush. 
T He was freed was he, and he was rich enough to own a horse, so it 
was a horse whip that was found ...... 
T And finally we come to this one here, what can we say about this. 
Would some member like to talk about this? Go ahead. 
P2 Well, when we found this, someone picked it up and pulled the 
trigger and they didn't know it was loaded and we've got a bullet and 
some amun1tlon. 
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THE EARLY DAYS TAPE NO. 16.24 
(Teacher in role as early settler, pupils in role as historians). 
T I'm going to now become Mr. Joseph Johnson and it's your job as 
historians to wake him up and find out about these things (teacher 
points to large drawings made by class and pinned on wall). 
Which were the most important things In his life and see what 
you can find out about the early days of the co lony. 
(Teacher goes Into role - sits asleep on chair). 
P 1 Wake him up. 
P2 Wake up Mr. Johnson. 
P3 You've got to touch him. 
T (In role) Hello people eh. 
P2 He 110 Mr. Johnson. 
T Have you got some Questions you want to ask me. 
Ps Yes, yes we have. 
P 1 Is that your wife (Pointing to drawing). 
T It's a picture yes, it's a picture of my wife. It was done by one 
of my children. 
P2 Did you leave your rifle loaded? 
T . Well, we were worried you know, I always used to keep my r1fle 
loaded, my wife was always telling me about It, but you never knew 
when there was trouble, you know, and there was a lot of trouble In 
the early days out near Parramat ta. 
P3 Were you once a convict? 
T Yes, I was a convict. I was a ticket of leave man. I spent seven 
years a convict. 
P3 So did you bring that home from the convlct.. ... 
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(points to picture of ball and chain). 
T Well yes. that was the ball they actually had around my leg ..... But 
I suppose the colony d.idn't do very well, people were starving. I 
suppose everyone had to go back to England in the end did they? 
Ps No. No. 
T What happened? 
P2 The colony grew. 
P4 It grew. 
T It grew? It couldn't have grown. 
PS And 1 and. and stuff 1 ike that. 
T You couldn't grow anything near Sydney. 1t was hopelessl 
PS They moved on. 
T Did they? Where did they go. 
PS To Bathurst. 
P2 To a place called Bathurst. 
T Named after Lord Bathurst was it? Where was Bathurst, was 
that near Parramatta was it? 
Ps No. no. 
P2 You had to go over these giant mountains. 
T There is no way; no one could get over those mountains they 
were thick, they were just thick forest. 
PS They didl 
T They went over there. 
PS Yes. 
T Are you telling me that the colony did succeed. 
Ps Yes.yes,ofcours~ 
T Did it manage to grow its own food? Because we had to bring 
food from England. 
P6 They moved in. it's now the biggest town in Australia. 
T Sydney. 
Ps Yep. 
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T Oh when I was there. there were only a few people around the 
tank stream. I thought they were all going to go back to Eng ........ 
P7 Hundredsl 
T Hundreds, are there a hundred people tn Sydney now? 
PS Morel 
T How many. 
PS Mill1ons, millions - lots. 
P7 Big tall buildings. 
T Big tall buildings? 
P7 Sky-scrapers. 
T You mean made out of mud and wattle and ....... 
Ps No, no. 
P3 Made out of bricks. 
P4 And metal - and windows - an, an. 
T Oh this is too much for me I think I had better go back to sleep I 
don't know ....... 
P2 Go back to sleep Mr. Johnson. 
(Teacher comes out of role, takes off coat). 
T (out of role) Well that Mr. Johnson, tell me about what Mr. 
Johnson knew. 
PS Nothingl (laughter) He was crazy. 
T You tell me about what he knew. 
PS Nothingl 
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P2 He knew about those things (points to pictures) and he said he 
did, he did ....... . 
P4 He thought it strange that.. .. 
P3 And his wife ... 
T Yes. 
P3 Urn, one of the paintings was done by his youngest kid. 
MISSING TAPE NO: 13.39 
Teacher and pupils in role as members of neighbourhood watch 
group) 
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P 1 She might have a little brother and she is sort of neglected, and 
he's sort of spoilt and everything and they don't really, like they 
give him everything. 
T. So you feel that because she has got a younger brother that Kate 
might feel neglected and no one cares for her, that her parents don't 
care f or her. 
P2 She's got dark hair. 
T She's got dark hair? 
Ps Light brown, brown. 
P2 Oh I ight brown hair. 
T Light brown hair, yes. 
PI It might not be her hair 1t might be her fathers as someones said 
and also that flower, I think that flower tells us she might, she was 
either kind, and giving it to her teacher or someone else was kind 
and giving it to her. 
T. (out of role) I'm going to change the drama a bit now, what I'm 
going to do, is I'm going to imagine that we are all class members, 
right? ........ 
of Kate's class in Austinvale .... 
T (in role as class member) You know that Kate's away and it 
does'nt surprise me, does 1t surprise you, cause you know the sort of 
things that happened to her. 
P 1 She was always pretty depressed. 
T Yes, I noticed that, sometimes you would see her moping to 
school dragging her feet along the pavement. 
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P3 In the photo, it says, the father is playing with her little brother 
and her little brother is sort of getting spoilt and she is being left 
out. 
T Did she, say that?, did she say that she felt she was being left 
out? 
Ps Yes. 
P4 Yes when I, no one plays with her at schooL .. um well just 
before I was leaving her mum and dad started flghting, then her mum 
wa1ked out and started wa1king down the street. 
T Well, I didn't know that, I didn't know they had problems at home 
did they? 
Ps Yes. 
T. Oh dear could ....... 
P 1 She always used to hear her parents fighting ..... .. 
T Oh that's awful isn't it, It must be awful that age to have her 
parents fight lng, sorry, 
PS An we did go to her birthday party, her dad was just In the 
lounge room, he was reading the papers and he was drinking and 
smoking. 
T Really, no wonder she doesn't sound too happy at school. 
STRAWBERRY FIELDS NURSING HOME 2050 AD 
T APE NO. 42:37 
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T (In role as journalist) For the 150th Anniversary of the Womans 
Weekly I would like to interview some of you elderly people. I'm very 
interested to know what life was l1ke In 1985, when you were about 
10 or 11. Now I realise most of you are about 75 years old and In 
this year of 2050 things have changed ......... Put yourself back In that 
time please. Now I'd l1ke one or two of you, people who have active 
memories to come and share with our listeners your recollections of 
the past. 
T (in role) Ladies and gentlemen we have with us Mr. Connors, who 
has kindly agreed to help us with our Investigations of l1fe back In 
that time of 1985. I wonder If you have any quest Ions to pose to him. 
P 1 (In role as citizen of 2050 AD) Mr. Connors, what sort of clothes 
did you wear In those days. Like say we are wearing plastic and all 
these new space age things, they always stretch to fit the way we 
grow. What sort of things did you wear? 
P2 (In role as aged member of Nursing Home) We used to wear 
clothes which were uncomfortable but yet looked nice, and were 
fashionable but most of them didn't feel comfortable. 
T Anyone else? 
P3 What hairdos did you have those days? 
P2 Pretty simple hairdos, we usually kept our hair on. 
Ps (Laughter) 
P2 Actually we even got to choose what we wanted and sometimes 
we thought It a privilege If we got coloured, but we were laughed at. 
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P4 What sort of food did you have? 
P2 Oh we had real butchers and healthy, no plastic food but at that 
time food was starting to get artificial, starting to get flavourings 
like now. This may come as a surprise but there was no plastic or 
meta 1 in the food. 
P 1 Mr. Connors, what about transport? How did you get to school, 
like today we have teleport. Teleport you just need to press a button 
and zapl you are there. 
P2 Oh very primitive but healthy wise, we used to walkl 
Ps Oh! (exclamations of surprise) 
PS You used feet? 
Ps God - shocking, how ancient. 
P6 Ah Mr. Connors, ah what were the teachers like in 1985. 
P2 Actually believe 1t or not, our teachers were humans. 
P6 They weren't computers I 
P2 No, they were humans. 
P3 What. 
P2 They had their own feelings I guess. Really they were better use 
than computers. 
P7 What kinds of sport did you play. 
P2 We played sports whtch weren't on the screen, we played sports 
which were on big fields, usually l1ke a game called Rugby whtch was 
throwing this heavy ball around, eggshaped, or we used to kick a 
sphere or hit a hard ball with a bat, that was cricket. 
P8 How do you play cricket? 
P2 Oh, cricket, actually that used to be a favourite of mine. Cricket 
used to be played with some sticks at one end and someone to throw 
a ba 11 at the other end. 
P9 . What were the cars l1ke in those days. 
P2 The cars, the cars actually needed roads. 
PI They had wheels? 
P4 How primitive. 
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P2 Actually they didn't fly at all - (inaudible) and pollution which 
caused a bad situation. They were fairly boxy looking yet you didn't 
have to lie down in them for the seats. 
PlO And what did you do after school. 
P2 After school, we usually went home, we didn't go into the city 
to play actually, we actually went home sometime to do a thing 
called homework. 
P 11 What kind of entertainment did you do? 
P2 Entertainment, oh we went to things I ike theatres, we saw 
movies. It wasn't projected into your head. You had to see them and 
you used to pay. 
P4 Oh that would be more fun! 
P 12 What type of houses did you have In those days. 
P2 Our houses were on the ground on the earth, some were even on 
the ground . 
. P 12 What were they made of? 
P2 They weren't made of glass, they were made of brick, very weak, 
but stl11.. ....... 
P 12 That was primitive. 
P2 Yes. 
P3 What type of money did you have then? 
P2 There wasn't any plastic money then. In those days we had 
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things called hard round shapes, flat smooth and paper. But they soon 
went. 
P 12 50 you didn't have space credits. 
P2 No, not till fifteen years after. 
P 13 What sort of things did you put on your face? 
P2 We had this thing called lipstick, we had, instant make up, some 
people had eye shadow, an some people even didn't cover all their 
skin. 
P6 Mr. Connors, how did you do your shopping in those days? 
P2 Those days you had to do it by foot, you just can't buy from the 
range you had to go up yourself, but they were starting to invent 
home deliveries, which has been taken over by our form these days, 
yes? 
P 14 What type of work did you do at school. 
P2 We did work like maths, we just didn't do sport like these days, 
we even had to write on paper. 
Ps Paper oh - primitive. 
T I was going to say, what happened to the paper? 
P2 Oh actually, when the trees ran out, as you know, fifty years 
ago, the paper trees went out the same time, I think paper came from 
trees. 
T Yes, I believe it did. 
\ 
P2 (Inaudible) yes, all dry grass and .. " .. 
P 14 When you had homework, what sort of relaxing did you do? 
P2 Oh, sometimes instead of going to a cinema as I told you about 
we even had home video where you could buy your home video or we 
used to watch T.V. although I didn't really llke it that much. 
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P6 What was, what is T.V.? 
P2 It was this box that had a screen, it's not l1ke your projected 
into your head like these days, uhm, and you used to watch It, It was 
a screen which showed 2111 sorts of things. 
P 1 Where did you go for your holidays, Pluto or Mars? 
P2 No, we stayed on Earth. 
P6 Rather boring wouldn't 1t be? 
P2 Yes, actually it was interesting, the trees the beaches. The seas 
were even .......... 
(Tape runs out). 
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PROJECT ARK TAPE NO: 96.48 
[Experts {pupils in role] discuss cost of reconstruction of Ark with 
project administrator (teacher in role]] 
P.l (In role] How much will all the frames and the outside and the 
walls cost? 
T. (In role) Ah, you'll be talking about the hu11, the keel. 
P.2 The outside. 
T. And the ribs, up, I know it looks like a bit like a turtle, is that 
it from the top down? Is that what you want to know? 
P.2 Yes, right around tt. 
P.3 Inside and everything. 
T. Well, it's a big boat, so the ribs go down the side. It's not been 
decided where the big door goes, my best guess would be there. 
Some people say here some people say there, but gener ally speaking 
it will be very expensive. 
P.l How much will it cost though? You are only telling us that it 
will be expensive. 
T. Right, well... 
P.3 Yes, how much 
P.l You have to know how much 
[it will cost 
T. {I've got a note here, from someone. Excuse me, there's quite a 
good design here. 
P.l We don't want pictures all we want to know is how much the 
woods going to cost. 
T. Wood! Oh I'm sorry. 
P.t We1J, if you're not quite sure we'1J te1J you the facts and 
figures. 
T. Somebody have a pen, could I borrow one of your pens. 
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P.! Well, about approximately ... the answer 1s $300,000 dollars. 
T. Zero, zero, zero decimal point, 300,000, oh I'm sorry thats, 300 
million. 
P.3 Cross out the noughts. 
T. No no, thats $300,000, thats good. 
T. Now that's computed on how much it costs per metre. 
P.2 Yes. 
T. How much was that 
P.2 $1.50. 
T. A dollar fifty per cubit, per cubit, right, and that's supposed to 
cover uh uh. 
(paper shuffled) 
P.4 Shouldn't you have that all set out neat and you should have tt, 
all the bits should be together, not just scattered everywhere. 
T. Well, it's no trouble, well it's all here, it's a dollar fifty per 
cubit, does that include the deck? 
P.2 Yes, the whole boat right around the boat, 
T. Right. 
P.3 The inside, the whole boat. 
PROJECT ARK TAPE NO: 97.78) 
(In-role Drama) 
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P.l (In role as zoologist) Excuse me, where are you going to get all 
the animals? 
P.2 And what Is the cost of a11 the animals. 
T. On role as administrator) Well there are those animals that can 
be found in the bush, you know, donkeys and feral pigs and cats and 
so. My brother-In-law for Instance said he would like 
(to lend .. 
P.l (Yes, but where are you going to get them ... ? 
T. My brother-in-law and I have a cat too, male and female so that 
will be five for the cats, but for the big, big game .... well as you 
can see we've, 
(got the roof and 
P.l (but we don't want, 
T. (all the the ... 
P.l We don't want that Mr. Roland. We want where you are going to 
get them, not where you are going to put them. 
T. Yes, the cages will be big and some will be small... 
P.l Look, we're the zoological experts we might as well tell youl 
T. Uh yes. 
P.l The cost Is going to be approximately $20,000 for most of the 
animals. 
P.2 And you can get some of the animals from zoos and neighbours. 
P.3 And from friends that you have. 
P.l Friends around the world In other words. 
T. You mean like ... 
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P.1 {friends that you've got 
T. (other people that you know. 
P.2 Yes. 
T. Didn't you go on that safari to Africa or was it South America? 
P.4 Africa, it was in Africa. 
T. Then you must have some contacts there, do you recall, do you 
think there would be any animals we could get from them? 
P.4 Yes, because my friends got a sort of safari thing. Where he 
keeps some animals we might be able to get some from him. 
P.5 I've also been to Mexico. 
T. You've been to Mexico? 
P.5 (Yes, I haven't got many friends there. 
T. ( so you reckon we can ... jaguars 
P.5 Cheetahs 
T. Cheetahs, yes and llamas and 
P.6 Mountain lions, yes. 
T. Armadilos, right 
P.l R'ight 
T. Can you prepare something for me 'cause I need a piece of paper 
P.l Right O.K. 
MACHI NELAND 1 TAPE NO: 21: 16 
(In-role Drama) 
P. We didn't have a pipe before. 
P. But this pipe could lead to ... 
T. That's right that was the original thing if you give them the 
machine they w111 give you land, - sorry yes 
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P. The pipe could, we could break the pipe and all the water could 
come into Handi land. 
P. But then there will be a flood! 
T. Well then there might be a flood, that's true. 
Ps (Inaudible) 
T. I don't think these people are happy with the solutions you are 
coming up with, they don't look as though they are happy with it. 
P. Well, why don't we try and find out what their answer is now? 
T. But could you do what they have asked which is bulld a windmill 
to dig down and .... 
P. Yes 
... pump the water out of the ground. 
P. We need the machines to get down there. 
P. We've still got some machines. 
P. They don't want machines! 
P. (I know but to pump the water 
T. {Now it is the machine the windmill but they say 
that it is alright as long as it doesn't pollute ... as long as it doesn't 
make smoke and dirt. Is that rtght...can you do that? 
Ps Yes . 
T. Can you build the windmil1? 
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Ps Yes 
P. And on the other hand what, what are they going to give us? 
T. Right, that's a good point. And on the other hand what are you 
going to give them? 
Ps The land. 
P. How much? 
T. Well that's what they've offered. 
P. But how much? 
P. We Shane, every single bit. 
P. We'll live together. 
P. All together. . 
P. Say if we, bring machines. 
P. No, no. 
P. You, agreed that you are not going to bring machines. 
P. But how are we going to bul1d the windmill? 
T. We've already agreed and that's sticking to a promise. 
P. How we going to build the windmill? 
P. Without machines. 
T. Hammers and nai Is that was agreed. 
P. You will have to help us. 
P. Well a Professor Curley and Professor Peter and Professor me, 
we can build it. 
T. With help, you've got a lot of people willing to help. 
P. But 1t will take too long if we have to use them. 
MACHINELAND 2 TAPE NO: 18:25 
P. Knock, knock, knock, knock. 
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P. Excuse me we are from Machineland and we need help, can we have 
everyone to see please. 
P. (Shouting) Everybodycome, there are people from machineland 
visiting. 
P. We hope we have'nt annoyed you in any way or disrupted you from 
all your work. But our people, everything has gone mad, everything! 
We don't know what to do, they have probably still fled, uhm, they're 
probably stnl running from the monsterl 
P. Monster? 
P. What monster? 
P. You see a machine is loose. 
P. A pol1ution monster. 
P. What's a pollution? 
P. What's a pollution? 
P. I t comes from machines. 
P. Yes. 
P. What are machines? 
P. Yes 
P. What are machines? 
P. Machines,1 think there should be more education around here don't 
you? 
P. What's machines? 
P. Machines are big, oh. oh it's hard to explain. 
P. Machines are made out of steel. 
P. Oh not them things we ran away from. 
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Ps Oh yeah no, no you can't stay. 
P. We will be killed too, and I think you'll feel guilty for the rest of 
your life. 
P. Well there 1s only one thing we will have to stay at the edge of 
your country. 
P. Oh no. 
P. [It's no use, we wil1 have to come back. 
P. {Or, we could have another meeting with all our people and let 
them decide. 
P. If they are still alivel 
P. (sighs) do you agree. 
P. Uh hum. 
P. No. 
P. Oh well, just one meeting, one meeting. 
Ps (Hubbub) 
P. stay at the bottom of the mountain for one night and we'l1 have a 
think. 
P. Yes, we'll leave for our country tomorrow morning and we will 
bring back al1 our villagers - there's not mUCh, all the rest have been 
killed. 
P. Yes from all the pollution. 
P. There is only about ten left. 
P. OK, we had better be leaving now. 
P. Thank you for your kindness. 
P. Come on let's go and get... 
T. OK, can we just stop there and come and talk about It for a 
minute. 
MIRNI DOM (1) Tape No:21: 16 
Drama in Action 
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T.(in role J No but it is that she can't go against the town ideals and 
they are that she is to put others before herself. She just can't go 
and do her own thing. 
P 1 Why shouldn't she? 
P2 'cause if she l1kes them it doesn't mean that you have to 1ike 
them. You can just pay no attention to them, cause If she l1kes them 
there are her paintings. 
Ps yeah, (inaudible). That's her thing. 
P3 (She painted them if she likes them she can keep them. 
T (You're saying the painting should be er .... 
P2 She could keep them at her own house and you could just pay no 
attention to her paintings - urn, you might well1ike the ones you say 
she has to paint and everything. But she could just leave hers at 
home and admire them herself. 
T. You.'re saying that painting should be a private thing? 
P3 No, no (inaudbile). 
T. What was this, sorry? 
P2 Well if you don't ,like them why do you want to have them outside. 
Its not selfish, because you don't like them. 
T. She's not using her talents the way we want her to. 
PS (Um, wel1 her talents -
T. (It's not that we don't like them we just say they're 
unacceptable. 
P2 Her talents, like you just said then, her talents are not what you 
llke then, because her talents are her own talents and they don't 
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have to be what you like. 
P6 Yeh, cause she owns them herself. 
P3 and there isn't any law to say you have to like eyeryth1ng she 
does, and there's no law urn - saying you have to like them. 
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MIRNI DOM TAPE NO :43.14 
(Drama in Action) 
p 1.[in role] She's using her imaginationl 
T. [in role] You brought this up before. This young lady brought 
imagination up before. Now what relevance has that got to 
painting? I can't see it. 
P. Because she's using imagination to draw the pictures, so she 
might think they look good. 
T. She should paint what she sees, you don't need imagination to 
paint what you see. 
P. [Well you can imagine why not ... 
P. (You may see, It's just l1ke you may want to paint a picture of a 
book, and you can imagine and you see this book and you think you 
I 
can, 1 ike add parts to 1t and you can imagine what you can add to it, 
and draw and paint thatl 
T. Well that's alright, books are OK as long as everyone can tell1ts 
a book. 
P. No, just say one person thinks its a purse or something and 
another person thinks Its something else ,you're still 2111 entitled to 
think its something different. 
T. Isn't that too confusing. 
Ps . No! No not at 21111 
P. It doesn't change anything. 
P. It doesn't mean you are not equal. 
P. But uh, llke your just changing it so that she can enjoy it and you 
can enjoy it as well. 
T. We're supposed to enjoy her her .... 
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P. No, you've got a free choice. 
P. You don't have to enjoy these paintingsl 
366 
APPENDIX SIX 
PROGRAM FOR WORD ANALYSIS 
This research would not have been possible without the generous 
assistance of Graham Little of Canberra C.A.E. and Les Farnell of Sydney 
University. 
Instructions for Version One. Roget :(November 1985) 
1. This program is invoked by entering ROGET when the MSDOS prompt 
appears. It possesses the following features: 
(A) The ability to maintain one or more lexicons on desk, which are 
indexes providing the classes of Roget's Thesaurus to which a given 
word belongs. 
(B) The ability to accept a series of words, and Identify their class 
using a selected lexicon. 
(C) The ability to tabulate the results in various ways, either on the 
screen or on the printer. 
For the purpose of analysis there are three levels of description. At the 
lowest level the 1000 classes of Roget's Thesaurus are used. These are 
collected into a middle level of 39 classes. Finally these 39 are 
collected into a top level which consists of 9 classes, supplemented by 
a "Not In lexicon" class. 
Since this program is concerned with words, the following conventions 
concerning the entry of character strings Into the program should be 
noted. 
(A) Upper- and lower- case letters are always regarded as Identical, 
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and internally the program only uses upper- case. This applles to 
program commands as well as to words. 
(B) Words are entered when the carriage return key is pressed 
Generally speaking spaces should be avoided, particularly at the 
beginning of a.word. 
(C) When a blank is referred to in the instructions below, this means 
an empty string produced by pressing only the carriage return key. 
I t does not mean a string of spaces. 
2. Disk Files Required 
Before starting, it is necessary to ensure that certain files are 
available to the program. These files are: 
(A) ROGET.CNF 
This file is used to configure the system. I t provides machlne-
dependent Information (escape codes for screen/printer), and defines 
the lexicons available. It may be created using any text-editor. 
The format is defined In section 3. 
(B) ROGET.HED 
This file Is a standard part of the system, and contains the Head 
Words used to define the classes of Roget's Thesaurus. 
(C) The files containing the lexicons themselves. For convenience 
in fitting them onto disks, each lexicon Is held In three files, which 
share a common name, but have different types, namely .SHT (SHorT 
for words up to nine characters), .LNG (LoNG words of ten or more 
characters) and .NDX (extended INDeXing). With the present version 
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of the program, these files 2111 have to be on the same disk, but this 
can easily be changed should increased size cause problems at some 
future date. Note that only one lexicon is actually used by the 
program at any given time. 
3. System Configuration 
This section defines the contents of the text-file ROGET.CNF. 
(A) Line 1 contains a series of integers to define the escape 
sequence which initiates underlining on the screen. The first integer 
gives the number of characters, and each successive number defines 
one character by giving its ordinal number within the character set. 
Example: using the Apricot screen driver, the sequence ESC '0' is 
required. This is coded by the line 2 27 48, 
ie. two characters, ASCII number 27 (Escape) and number 48 (Zero). 
(B) Lines 2 to 4 are coded in the same way, to define (in sequence) 
screen underline off; printer underline on; printer underl ine off. 
(C) Line 5 contains and integer, from 1 to 5, which Is the number of 
Lexicons to be made available to the program. This must be at 
least one. 
(D) Lines 6 to 10 each contain one fllename for a lexicon. 
Example: if lines 5 and 6 are respectively 1, ROGET, and lines 7 to 10 
are omitted, then the lexicon in the files ROGET.SHT, ROGET.LNG, 
ROGET.NDX is to be used. 
4. Main Menu 
The program starts by displaying the menu of options. Each option is 
selected by entering a single- (or in the case of "Print" and "Display", 
double- ) letter command. The letter(s) for each command are 
highlighted 
on the screen. The commands are as follows: 
(A) Contro 1 of lexicon: 
Use; List; Enter Words; Remove Words; 
(B) Analyse a text: 
Initialise; start; 
(C) Show results of analysis: 
Print Counts; Print Words; Print Detail; 
(D) Other: 
Quit. 
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This menu appears whenever amy illegal key (e.g. space bar, carriage 
return) is pressed at a point when the program expects a command. The 
menu also provides three items of information: 
(A) The free space available with which to carry out an analysis. 
(B) The name of the lexicon currently In use. 
CC) The title to be used on printouts. 
This third item will be requested on starting, since an initialisation of 
analysis is part of the start-up procedure. 
5. Use lexicon 
This command causes the program to request the name of a lexicon to 
use. I a valid name (as supplied by the configuration file) Is given, then 
the old lexicon is closed and the new one maQe available. Note that at 
the start the first lexicon defined in the configuration file is available 
by default, without any action on the part of the user. 
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6. L 1st lexicon 
This command causes all or part of the selected lexicon to be l1sted on 
the screen in alphabetical order. The program first requests a work 
which will be the starting point for l1stlng (If It exists In the lexicon: 
otherwise that word which would precede It alphabetically Is used). 
Note that since the lexicon Is divided Into long and short words, the 
program lists only words In one of these categories. (Which one is 
selected by the length of the word entered.) Two special codes are 
provided. namely -L and -S to denote the absolute beginning of the long 
and short index files. The l1st Includes each word and the class(es) 
within Roget's Thesaurus to which it belongs. Every twenty words (I.e. 
one screenful) the program pauses so that the l1st can be examined. At 
this point you will be asked if you wish to continue the listing, and you 
should reply Y or N. 
7. Enter words into lexicon 
This command allows new words to be entered into the lexicon currently 
selected. These words are entered in batches, all belonging to the same 
class within Roget's Thesaurus. Thus the program responds by 
requesting a class number, in the range 1 to 1000. If an illegal or blank 
entry is made, control retums to the main menu. 
NB. Positive numbers greater than 1000 will not be considered illegal. 
Negative numbers, or entries which inadvertently contain characters 
such as letters or punctuation marks, will be considered illegal. The 
program then requests the words within the class. Note that very little 
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checking can be performed by the program on the val1dity of the words. 
Thus typographical errors cannot be detected; repetitions of a word will 
not be detected (multiple entries will be produced in the index). 
However the validity of the characters used is checked. The only valid 
characters are upper- and lower- case letters, space and hyphen. All 
other characters.will be converted into dollar signs. Thus if you 
inadvertently enter a class number when a word Is expected, this will 
be completely changed to dollar signs, which has the effect of placing 
the entry right at the beginning of the file alphabetically. This makes 
the error easy to correct. When the last word of a group has been 
entered, a blank entry is made. This causes the program to request 
another class, as described above. 
IMPORTANT NOTE. The lexicon is always kept in an "open" state until 
either a Quit command or a valid Use lexicon command is issued. This 
means that the records physically recorded on the disk are not 
necessarlly up-to-date, because some records may be held in memory by 
the program and/or the operating system until the files are closed. 
(This improves the efficiency of access considerably.) Therefore if the 
program terminates abnormally, e.g. because of a power failure, or a 
fault which causes the program to "hang" or "abort", the lexicon files 
must be considered corrupt, IF a word has been entered. (If the files 
have only been read from during the execution of an analysis, this 
remark does not apply.> Thus it is essential to maintain a second copy 
of the lexicon so that the system can be restored to its earlier state. 
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8. Remove words from lexicon 
If a word has been incorrectly entered. it may be removed using this 
command. The program requests the word to remove, and responds with 
a 11st of the classes to which this word is assigned in the index. You are 
then required to select one of these classes, or to enter a zero (which 
signals that you'. have changed your mind, and nothing is to be removed). 
This applies even if there is only one entry: the program does not 
automatically delete the word. 
When the last word has been removed, enter a blank word to return to 
the main menu. 
Note: when a word is deleted, the space it was occupying within 
the file becomes unusable. (Except that if there is only one class 
assigned, the space will generally, but not always, remain available.) 
This means that frequent deletion can cause a considerable waste of 
disk space. It should be straightforward to reclaim this space by 
writing a program to logically pack the files. However this could 
operationally take over one hour for a lexicon of reasonable size, so this 
1s not a desirable option. 
9. Initialise analysis 
This command has several functions, 2111 concerned with preparing the 
program to perform an analysis of a text. Since it is invoked 
automatically on start-up, it is only necessary to employ it if more than 
one text is to be analysed in one session. 
The command reclaims 2111 memory used by the previous analysis, and 
sets 2111 word-counts to zero. It then requests a title which will appear 
as identification on printouts. This may be up to 30 characters long. 
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10. Start analysis 
This command allows words from the text to be analysed to be 
entered. The program will sort them out according to the format In 
which they are entered, and thus prepare tables for the Print/Display 
routines. The formats are as follows. 
(A) Common noun used as such. 
This is entered as Is. 
Example: "He got a good estate by merchandise." 
Enter "estate" (without quotes!). 
The program will respond with all the classes to which this word is 
assigned. You are then required to select a class. To aid the 
decision the program also prints out the head words describing the 
class, at all three levels. 
It may be that the word has multiple meanings, and the desired one Is 
not present in the lexicon. In this case you should enter zero. This 
causes the program to ask you to assign the word to a class. If you do 
this, the new meaning will be added to the lexicon. If you respond 
with another zero, the word will be omitted altogether from the 
analysis. 
It may also be that the word is not present In the lexicon at all. In 
this case the program will ask whether you have made a 
typographical error. Respond Y or N. If It Is not an error, the 
program will request a class to which the word will be assigned. 
If you give a class number, then the word will be added to the lexicon. 
If you enter zero, then the word will not be added, and will appear In 
the category "Not in lexicon" when the results are printed. 
NOTE: (1) the warning regarding adding words to the lexicon 
(Section 7) also applies here. 
(2) These comments regarding the presence of the word in the 
lexicon are also appl1cable to sections (B) to (D) below. 
(B) Pronoun referring to common noun. 
The noun referred to is entered, preceded by an asterisk. 
Example: "I read a book.!!. was very long: 
Enter "*book". 
(C) Common noun used in a figurative way. 
The noun is preceded a hash. 
Example: "This is a matter of some "delicacy: 
Enter "-delicacy: 
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Note that may be difficult to draw the line between "l1ve" and "dead" 
metaphor. Thus some words have become establ1shed as having 
multiple meanings, and are entered in two classes of the lexicon, the 
original metaphor having been forgotten or become a cl1che. In the 
example given, "del1cacy" appears in class 329 (structure of matter), 
but is applied to a mental process. However in mathematics at least 
this use is so well established that it should no longer be regarded as 
figurat lve. 
(D) Common noun used as symbol. 
The noun is preceded by an exclamation mark. 
Example: "You start at the three" (an instruction in describing a 
mathematical algorithm). 
Enter "Ithree". 
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The word is being used to refer the actual symbol 3 on the blackboard 
not to the number concept "three". 
(E) Proper names of persons. 
The name is entered preceded by a plus sign. The signs *, ·,1 
described above may come second. 
Example: "His name was John. John went to the window. ~ looked 
out. 
Enter "+lJohn", "+John", "+*John". 
Words in this category of course will never be in the lexicon. 
Sometimes the referent of a pronoun will not be expl1citly stated 
within the text. 
Example: teacher asks the class, "Do you have any questions?". This 
can conveniently be entered as "+*?class", however the use of the 
question mark is not mandated by the program. 
(F) Proper names of things. 
The name is entered preceded by a minus sign. The signs *,. ,! 
described above may come second. 
Example: "I was born in the city of Sydney. Sydney 1s in the east of 
Australla. J11s a beaut1ful city.: 
Enter "-!Sydney", "-Sydney", "-*Sydney". 
Pronouns with an unspecif1ed referent can be entered in this class 
using the M?" convention described in section E. 
(G) Impersonal It. 
Enter the special code ".1", ego in "It's raining." 
(H) Phrasal It. 
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Enter the special code M.P", ego in "That's a very good answer.", 
referring back to an earlier statement. Note that "It" is used as a 
archetype of the class of pronouns that can function in this way. 
The entry of words into the analysis is terminated when a blank line is 
entered. Note that this does not mean that the data disappears: further 
data can be entered by restarting the analysis. The data only disappears 
when the Initial1se analysis instruction is used. This means that you 
can temporarily exit from the analysis mode of operation in order to 
change the lexicon being searched. 
11. Print and Display commands. 
These commands cause the results of the analysis to presented, either 
on the printer or on the screen. Three output formats are available, 
which are selected by the second letter of the command. These are 
described separately in the following sections. The information is the 
same 1n either case, except that in the case of the printer the 
identifying title is printed at the head of each set of output. 
12. Count format 
In this format two one-page listings are produced. The first is a raw 
count of the words entered into the analysis, the second provides the 
same data expressed as a percentage of the tot a 1 number of words. In 
each case the main body of the table provides a breakdown of the counts 
of common nouns, vertically by class (at the middle level), and 
horizontal by word-length (number of letters). For each class a 
separate entry for pronouncs is made, and a total for nouns of all 
lengths is given. Likewise for each word-length a total for all classes 
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is given. The rightmost column gives the total of nouns and pronouns in 
each class, leading to a grand total for all common nouns. Note that 
figurative uses and "noun as term or symbol" entries are not counted. 
At the bottom of the page a briefer analysis is given for proper nouns, 
just giving the number of occurrences of noun, pronoun, figurative use, 
or noun as term. This small table also repeats the earlier totals for 
common nouns, as well as giving the incidence of figurative usage and 
term usage for these. The special uses of "It" and allied words have a 
separate entry. Finally a grand total of every word is given at the 
bottom right of the printout. 
13. Word format. 
In this format the actual words are listed by class (middle-level). 
Within each 'class the words are sorted by word-length. Each word is 
followed by the number of times it occurred, as Noun, as Pronoun, in 
Figurative use, or as a Term. Classes containing no words are not listed. 
For completeness, a list of proper nouns and "Its" is appended, which is 
however not sorted by length. 
14. Detail format 
-,n this format the actual are listed by class (this time at the lowest 
leveD, not by length. Otherwise the printout is identical to that 
described in section 13. 
15. Quit command 
This command terminates the program and closes all files 
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APPENDIX SEVEN 
OOROTHY HEATHCOTE; THE MAKING OF HISTORY: EXTRACT FROM DAY 4 
T Now listen lads, I know you've got plenty to do. I know you want 
your dinner hou~, but whilst you get your dinners. Look I've got a 
contract to fulfill and I said this job would be finished by 
tomorrow. 
We're running late. I know. 
P I haven't seen the vicar. 
T Where's the vicar's wife? 
P Yeah where is she? 
T Mrs. Jones, is your husband in today? 
P Yes 
T Do you think he could spare us a minute? 
P Mmm. 
T Could you go see? We've hit a bit of trouble. 
T I don't know what he's going to say, and what's more you're going to 
have to do the talking. I'm just about fed up with It. 
P I'm getting me dinner. 
p Yeahl yeahl 
P What do the workmen say. 
P It's only a few minutes. 
P Which one of you wants to see me? 
p We a11 do. 
p -yeh - (inaudible) 
p We'll have to shift It, this rock. 
P Yeh, the sa 1t then ..... .. 
P It's rotten. 
P What rock? 
P Then it can stay there, that altars not getting moved. 
P This church, it's very damp. 
P You're here to repair the roof not to shift an altar. 
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P You don't want your roof fallin down through not well well have to 
move f t under. 
P The roof can fall down - that all the same. 
T Now look here Sir. That roof can't fall down, in my contract I 
promised you I would free this Church of woodrot and wet rot.. .... 
P (Without moving an altar 
T [We have freed your Ch ...... 
T Well I agree there, now we've freed your Church of woodrot the 
timber up there is sound and I can trust my men to have done a good 
jOb, I mean most of them have been with me for 20 years. 
P They why have ....... 
T The trouble is we have found wet rot. 
P Then it'll just have to stay. 
P Yeh an all your Church will be ruined, you want to keep your Church 
nice don't you? 
P Let us move the altar and we'll put 1t in perfect order. 
P Let you move the altar? 
P Yeh 
P Yeh 
P You'll put it back in perfect order? 
P Yes, yeah (inaudible) we'l1 put some ..... 
P We're only going to shift It Mister. That's al1 we want to do. 
P An we'll put It back. 
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P How do you know the roof will fall? You don't, you're just guessing. 
P Can't you see, look at the wood. 
T We're not guess.ng, we've been working in Churches for twenty 
years, I've bunt my business up on a good reputation. 
I'm telling you, in another twenty years, it may not affect you as 
vicar, you may have shifted, but these men I trust, and they say lts 
too far gone to leave. 
Now, all right, your roofs repaired but that's holding your roof up. 
This is one of the big main arches. 
P There Is woodwork all over the building. 
T (inaudible). 
P You should have independent girders Instead of those old pillars. 
P I don't want girders in. 
P Look much better, its more modern. 
P The fact that we've been sent here. 
P To repair the roof that's why I think you've been sent here. 
P To repair your Church. 
P No. 
P Not to move my altar and to put girders where you want to put them. 
T No wel1. .... 
P Well, if we don't move that altar you won't have a room. 
P We wi1l've just been wasting our time. 
P Then what's up there? 
TIt's, that's OK up there and the girders we've had to put in we've 
disguised very well. 
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I've got some good stonemason here. I've got some good carvers In . 
wood. 
You can't tell your new angel from your old angel up there. 
And in a few years when It's weathered 1t'11 be dammed good .... but.. ... 
if your arch fa11s down, what you gonna do? 
T This is our worry Sir, we're only to do a decent job. 
P It be a waste of time. 
P It's our l1ving, we know what's wrong with this Church. 
P And how do you then -
P (inaudible) .... new side, there's holes around it. 
T Do you have to consult anybody, is there anybody you can consult 
about It? 
I promised this job would be finished by tomorrow ..... 
P And we'11 have It. 
T ..... ready for Easter Sunday. 
P Well you won't get this tooked apart and your rotten wood out and 
put back together by tomorrow. 
T We wil1lf we work overtime. 
P An how much will you ....... 
T We got the timber outside on the lorry and everybody's behind me. 
P Go on, yeh yeh. 
P Take ti11 Thursday to do that. 
T Wel1 we'l1 work through to Sunday - double time. 
P If we don't start on the job now it'11 take longer. 
PAye - an even ..... . 
P We are even going to put a new pulpit in. 
P I don't care what you say, that altar's not moving. 
P There wi 11 be wood worm in it. 
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T Welllook Sir, listen to some reason, we only want to do best. You 
wanted your Church keeping, I, I suppose it's very old. We said we'd 
do our best to keep it for you. 
We're just warning you. 
Now could you get.. .... 
What do you think Ladies. 
P We think it should be taken apart and then the wet rot taken out 
then put back together. 
T Now there you are. 
P That's what they think. 
P Yeah - an - yeh (group agreement). 
P And that's what you think, but I don't think the same. 
P There are more of us than there are of you, why can't we take it to 
bits. 
T Now, now. Don't lets be rude. 
P In a couple of years ...... 
T See if you can persuade him. Look. 
P In a couple of years it will all rot up and the beams will crack an 
the Church roof will fall down. 
P Most of them ladies are members of the congregation, it's up to 
them as much as you. 
T I don't like to mention it Vicar, but if that arch gives way during a 
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service ...... . 
P I know what will happen - and I also know this altar is staying. 
T It's up to you ladies, we can't do ought more, get your dinners lads, 
P But trouble with ...... 
T Just get your dinners lads. Now go on, see what you can do. 
I don't want your chi ldren crushing under the weight of this roof. 
You realise this roof not only has wood where you can see it, it's 
got stone slates above. 
P (inaudible) 
T I don't know, even your wife doesn't know whose side she's on. 
P We won't come to Church 1f that isn't moved. 
P You'd have nobody here. 
P You'd have to pray yourself. 
P \' d st i 1J be a Church. 
P You'd not put it back where it was. 
P Look, if you want a Church you'd better ...... let me decide because we 
are not going to wait all afternoon. 
P Nope, not (inaudible). 
P We've got other jobs to do as well as yours. 
P How come OnaudibleL ... job. 
P Well he can put it back. 
P All right. 
T Are, are you convinced to let us try? 
P You can try, but if there's one thing wrong with that altar when it 
goes back. 
P We'1J make a new one. 
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P You'll be sorry you put it there. 
T Well, all I can say here is I pay top prices, wait a minute lads be 
careful, I reckon I pay top prices for the best workmen. 
You don·t reallse what a team of craftsmen you've got round here. 
Now look Sir, we don·t want any damage to happen to your old 
papers. 
Would you mind moving the Sacred Chalice. 
P Be quick. 
T Now, my lads. 
P Let him -
T Now, now lads, let him get get on with It after. 
P Yeh, we 11 we've got to get work done. 
T Just, just give him tjme. It·s his altar. Let's leave it at that. 
Now don·t touch it yet. 
Ladies, what happens to these altar cloths, where do keep them, jn 
the vestry? Lads, lads, don·t touch It, we don·t want to touch any of 
his altar stuff. 
Can the lady who looks after the altar cloth kindly move them. Our 
hands are not very clean. 
P (inaudible work noise). Some troubJe ....... 1t·s his own roof. 
T I know we're going to have a job, but I mean, I don·t want it said In 
twenty years time. 
I did a Church and the whole thing falls down. That's my worry. 
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Appendix Eight 
DRAMA SESSION ONE MR. RIAK TAPE NO.03:47 
(Teacher assumes role of a social worker) 
. (Pupils assume roles of Mr. Riak's neighbour, a detective and a social 
security officer. Rest of class in role as trainee social workers). 
T Thank you for coming today. We are looking for clues in Mr. Riak's 
flat to help us solve the case of his disappearance. Is there 
anything around here in the flat that will give us a clue? 
P 1 There's a bag under there. 
T Yes, it looks like some type of suitcase. Inspector Jones, would 
you llke to open it? This might give us some idea what's going on. 
P2 I t's on ly a coat, and a hat and a photo and a letter in here. 
T Let's see what's 1n the letter. 
P2 Ah, he has to leave h1s flat. Th1s 1s from Thomson Real Estate. 
T Well that's useful information. 
P2 I guess being so old, he was very upset at having to leave at his 
age. 
P3 Imagine the poor man without a place to live. 
T Mrs. Watson, do you know anything about this photograph? 
P 1 Yes, that was his wife. She died of a heart attack, she died about 8 
years ago. 
T Has he been here on his own? 
P 1 Yes he has. 
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T Has he been here a long time? 
P 1 Yes, for many years. 
T Is there anything else in there that might indicate what's going on? 
P2 There's a Colllngwood hat. 
P 1 He usually wears that on cold days. 
T Does he? What about the coat? 
PI He only wears It when It rains. 
T Was that the only coat that he had? 
P 1 He had a better coat for go1ng out, it was dark with buttons down 
the front and but tons on the sleeves too. 
T I see. 
Pl I think the last time I saw him, he was wearing that coat. 
P2 Did he have any friends or relations that he could have gone to? 
PI Only a daughter in Bright. 
P3 Wait on, I can remember an old man coming up to the desk, he 
looked pretty old, I gave him this form and he seemed l1ke he 
couldn't understand it very well, as he just looked at it and then 
he walked out the door. 
T Did he seem upset? 
P3 Yes he did 
T What does he look like? 
PI He's got grey hair, he's Greek, and a medium build. 
T Did he eat well? 
PI I don't know 
P2 Was he an alcohol1c? 
PI No. 
T Did he have any people visit him? 
PIA ne1ghbour across the road did somet1mes. 
P2 Would any of the neighbours know where he has gone to? 
PI Well I don't think so. One of h1s best fr1ends has gone on a 
holiday. 
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T Did he write anything on the form at the Social Secur1ty Off1ce? 
P3 Not really, he didn't understand it. 
T Did he leave before you had a chance to help h1m? 
P3 Yes, unfortunately he did. 
T He might have wanted emergency housing. 
P2 I think he was so upset, and not understand1ng the form wouldn't 
help. 
PI He likes to go down to the park sometimes to feed the pigeons. 
P3 I wonder whether we should check there. 
T That's an idea. 
PI Wouldn't he nearly freeze to death these cold nights? It would be 
awful to be in the park alone at night. 
T Maybe he's a b1t mixed up In the mind at the moment., 
P 1 He was getting forgetful, and very lonely. 
T I thought he must have been. 
P I You know it must be sad for him, and I guess he remembers back 
when he had his wife. 
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T I imagine he's llke a lot of old people, when they lose their 
partner and give up work, they feel they have no purpose in life. 
P3 Maybe we should send out a search party. 
T . Yes. How long has he disappeared for? 
P 1 A bit over a week now. 
T Yes, that's too long. 
P2 It sounds like the man needs help. 
T Was he receiving a pension Mr. Walker? 
P3 Yes, I think he was. It wll1 be on our records In the office. 
P2 You could check your records for change of address. 
P3 I will check up. 
T That's a good idea. 
P2 That means his cheque will come here next week. I hope he's here 
to collect it. 
T Perhaps Mrs. Watson you could keep an eye out. 
P 1 Its really sad this has happened to Mr. Rlak. I knew something was 
wrong. 
T It certainly Is. 
P3 Would he have anything to keep him warm? 
T I don't think so, only his coat perhaps. 
P2 Do you think he meant to take these things in the bag? They are 
probably Important to him. 
T Yes, I would say so. 
P3 He must have been really upset not to take his things. 
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T What did he do when he worked? 
Pl He ran an orchard. 
P2 Did he have any friends there? 
P1 Not that I know of. 
T He has ret ired now of course. 
P3 Wouldn't it be hard on your own? He's got no one to talk to. By 
the sound of it, his own daughter didn't come to see him much. 
T Mrs. Watson, do you know why he didn't see his daughter regularly? 
P 1 She liked him a lot when she was little. When she got married she 
moved to Bright. I don't think her husband gets on well with him. 
T Well thank you for your help, we'll continue with our investigations 
and hopefully find Mr. Riak. 
DRAMA SESSION TWO MR. RIAK TAPE NO. 02:15 
(Teacher in role as social worker) 
(Pupils in role as social workers) 
T Welcome social workers. The reason why we have called this 
meeting is to try and locate Mr. Riak. As you all know he has 
mysteriously disappeared, and we haven't a great deal to go on, 
but, I have found a few letters in his flat which might help us to 
piece little bits of his life together and try to explain why he has 
disappeared. Let's have a look, how about some of you read some of 
these letters, so we can possibly work out what has happened in 
his life. They may not help us at all, but possibly they may. 
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Mfght be best if each one reads out the letter they have and we'll 
see whether we can work out anything from it. 
Jenny, what does your letter say? 
P 1 (reads out letter written by Mr. Riak's wife). 
T Rfght, this was written in 1976, because as we remember, the 
neighbour said his wife had been dead for a few years. His wife 
apparently had a hol1day in Greece and he has a brother Tony. 
P2 At least he has some relatives. 
T What's your letter Lora? Let's see whether that tells us anything. 
P3 (Reads out letter from Social Security Department) 
T That was in 1983, and it's a notice about an increase in his 
pension. 
P4 That's almost over two years ago. 
T What's your letter Disa? 
P4 (Reads out letter from Thomson Real Estate regarding a rent 
increase). 
T Almost a year ago. 
P4 Wouldn't he have found 1t a bit of a battle to pay that when he was 
on the pension? 
T Yes, he probably would have. The pension doesn't pay a great deal. 
Who else has a letter? What's your one Charisse? 
PS (Reads letter from Mr. Riak's daughter) 
P7 Mr. Riak could have gone up to his daughter's house. 
T So it sounds as if he had invitations from his daughter. We got the 
impression he didn't see his daughter very much. 
P6ltwasin1981. 
P I I thought his wife Margaret went down to visit. 
P8 She went to Greence. 
T What's the date on the letter? 
PS 1981 
. T His wife died in the early 70's, This was their second child. 
Teena, what's in your letter? 
P7 (Reads a letter from Mr. Riak's brother in Greece). 
P8 Does he have a dog now? 
P6 No I think his dog died. 
P3 I saw an old kennel behind the house. 
T The neighbour didn't mention anything. 
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P3 There was also a lump of dirt I saw out the back. It could have 
been the dog's grave. 
P2 I think the dog probably died. 
P6 Mr. Riak might be with his brother because in the letter, it said 
coming soon, or something. 
P9 I'll see you soon. 
T It gives you the impression that maybe the brother has come out 
from Greece. 
P6 That's one thing we can keep in mind. 
T What's your letter Angle? 
P9 (Reads letter from Mr, Riak's daughter) 
P8 When was that sent? 
P9 1/3/1984 
P3 He has two letters from her. 
P4 I think John must be the eldest chlld. 
P2 No, Sue's the. e1dest. 
T Yes, I think Sue's the e1dest too. 
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P6 The 1etter gives you the impression that, um, George doesn't like 
B111 Riak. 
P 1 Yeah, he never sent any 1etters. 
T Maria did mention that George has gone on a holiday with his 
parents, and to come to visit. Perhaps that is the situation. 
P3 The neighbour we spoke to said that Mr. Riak and Maria's husband 
didn't get on very good. 
T Let's see whether we can c1asslfy these letters. 
P4 Could we get some more informatfon from the people who l1ve In 
the flats? 
pg We already spoke to the next door neighbour. 
T This is a personal one from the daughter and here's another one 
from her. Here's another personal one from his brother Tony. This 
one is from his wife. 
P2 Here's one from Thomson Real Estate. 
P7 This one is from the Socia1 Security Department. 
T We can ten by these 1etters that he definitely has family, though 
his wife Is not living now. It sounds 1fke he has a caring daughter, 
and a brother, who possibly might be coming out this year. 
P8 I wonder when his wife died. Poor old fellow. 
T I don't know ...... . 
T (Out of role) We'll divide into groups now and work out our 
questions to ask the authorities. 
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The next section of the drama takes the form of telephone 
conversations. The teacher assumes the character role of various 
emergency service people and the chl1dren assume the character role of 
social workers. 
T Hello, Sue Smith, Social Security Officer speaking, can I help you. 
P3 Hello, I'm Lora Matthews, and I'm a Social Worker. I'm 
investigating the case of Mr. Riak, who has disappeared. 
T How can I help you Madam? 
P3 Have you had a Mr. Riak into your office, asking for assistance or 
advice? 
T No, not that I know. We have a list of people who come into our 
office, I'll go and check. Won't be a minute ..... . 
Are you there? 
P3 Yes. 
T I've checked, and there's no Mr. Rlak. Could you give me a 
description of him please, and I'll jot that down, and pin that up on 
our notice board. 
P3 He's a medium sized man, he has grey hair, he comes from Greece, 
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he's wearing dark brown trousers, and he's got a dark coat with 
buttons down the fron and on the sleeves. 
T Has he a very good command of the English language, or not so 
good? 
P3 No, not really. Have you had any pension cheques returned or 
unc1aimed? 
T We11, first of a11, I'll go and check to see whether he's on our 
computer 1 ist. Just a minute. Are you there? 
P3 Yes I am. 
T Yes, there Is a Mr. Riak, in James Street, Co11ingwood. Is that his 
address? 
P3 Yes It Is. 
T Right. We11 we do have a person by that name and he's been 
receiving the pension for three years now and It's a1ways been that 
same address. So as far as we're concerned he hasn't given any 
notification of change of address. 
P3 Do you know any other peop1e we cou1d contact to he1p us with our 
invest igations? 
T Yes, I wou1d suggest you try the police first of a11, because I 
think with a case 11ke this, when someone has disappeared, you 
need to 1et the poJice know immedlate1y. 
I a1so suggest that you contact 01d peop1es homes, emergency 
re11ef accommodation, because perhaps he's there. They might be 
ab1e to he1p you. We11 thank you madam, If I hear of anything, I 
will certainly let you know. 
Goodbye. 
P3 Thank you for your help. Goodbye. 
T Hello, Detective Jones speaking. Can I help you? 
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PlO Hello, this is Steven Barnes speaking. I'm a social worker trylng 
to locate Mr. Riak who has disappeared and we don't know what's 
happened. 
T I wl1l check In my miSSing person's fHe. Mr. Rlak, that's an unusual 
name. Hang on a minute. No, there's been no information about a 
Mr. Rlak. Could you give me a descrlpt lon of him. 
PlO Well he Is of medium buHd, grey hair, long pants, dark coat, with 
buttons down the front. That's all that we know. 
T I don't suppose you have any photographs? 
PlO No, unfortunately not. 
T Riak, that sounds as if It could be a different nationaHty. 
PlO I think he's Greek. 
T How did you work out he could be Greek? 
PlO He's got a neighbour who said he was. We also did flnd a letter 
from his brother who Jfved in Greece. 
T I suggest that what you do is bring in any letters you have found 
to the station and posslbly we can work out something from these. 
PlO Do you check up on parks and other community places for mlsslng 
people. 
T Well yes we do sometlmes. 
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PlO No sign of some poor fellow looking lost or in need of help? 
T No. Anyway Sir, thank you for ringing, 1'11 alert my men and get 
back to you if we have anymore information. Goodbye. 
PlO Thank you and goodbye. 
T Hello, this is Mrs. Webster speaking, the matron of the Old Peoples' 
Home. May I help you? 
. pg Well yes, I'm Angie Jackson, a social worker. There's a man 
ca1Jed Mr. Rlak who is lost and I was wondering whether you know 
where he is. 
T No, that name doesn't ring a bell at all. How long since he 
disappeared? 
pg About two weeks ago. 
T You thought perhaps he might be here. Have you a descript ion of 
him. 
pg He's got long pants, a dark coat with buttons down the front. It 
would be good if we could find him. We could put him in an old 
people's home because he doesn't seem to cook very good food and 
that. 
T We'1J certainly keep that in mind. 
pg He can't speak very good Eng11sh as he's Greek. 
T Possibly that's why the poor man is afraid to ask for help. He may 
not be able to speak Engl1sh well enough to ask for help. 
pg Well do you know any other people we can contact? 
T Yes, I would most certainly contact emergency accommodation, 
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because Quite a few people who have nowhere to stay go there. 
If I hear anything, I will let you know. Goodbye. 
P9 Thank you, goodbye. 
T Hello. June Walker speaking, emergency accommodation officer. 
P 11 I'm Deanne Star, a social worker. I wanted to know if there Is a 
man that fits this description staying with you - grey hair, dark 
coat, by the name of Bi11 Riak. 
T Let me see. That name, itsn't it unusual. I will just check on my 
list. No we've had nobody by that name, although we have had a 
few people who could fit that description. 
P 11 I think he's Greek, as he has a Greek daughter and brother. 
T You don't know the circumstances of why he Is without a place to 
live, do you? 
P 11 He got a letter from the Real Estate Agent, and It said he would 
have to leave. I don't think he has enough money to go somewhere 
else. 
T So the chances are, he might come to somewhere l1ke this. I'll do 
investigations and ring you back. 
P 11 He might have been sleeping in a park for the last week. Do you 
have any other phone numbers of other emergency accommodation? 
T Yes here are two. 218251. The other one is a chiJrch home that 
puts up people like this. The number Is 254298. 
P 11 I do hope you can find him because we're worried he could die of 
cold or be in need of urgent help. 
T Well I'll see what I can do for you. Goodbye. 
P 1 1 Thank you and goodbye. 
DRAMA SESSION THREE (TAPE NO.OO: 14) 
Teacher and chl1dren in role as social workers. 
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T Good morning social workers. We have a lead in the case of Mr, 
R1ak, The pol1ce rang me this morning and said they have a report 
that Mr. Riak has been seen in the park area around Muddy Creek, 
So what I thought we'd do is to break into groups today and we'll 
do some searching to see whether we can find him. I f we can't 
find him perhaps we can find some evidence of him being there. 
What I've done is draw a map of the part area around Muddy Creek 
and I have divided the area into 4 different parts and each group 
is to go to one part. Just have a look here. I've got Group 1 to go 
around the bridge area. You can see there's a scout hall there and 
he might even be staying in there. Group 2 is in the tree area in 
Hume Park at the top corner here. Group 3 is in the Martin Park 
area. There's Quite a few trees, shrubs and things like that, so 
that's a possibility. Last of all Group 4is in the huts area, which 
is very close to Muddy Creek. There's Quite a few reeds in that 
area so he might be somewhere down there. 
What I want you to do is to draw a map of what you find when you 
go to your area. After you have all finished your searches, we'll 
come back here, and have another meeting to work out what we've 
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found. Hopefully we'll have some positive evidence to help us with 
our search. 
P 1 Gee, I wish we could find the poor old man. It must be awful for 
him. 
T Welcome back everyone. Let's see what you've found. 
P2 When we went on our search we found a coat in amongst the reeds 
near Muddy Creek. 
T You went to the bridge area with the scout's hall nearby. You 
found a coat? 
P2 It's a dark coloured coat with buttons down the front and buttons 
on the sleeve. 
T Good that's a start. 
P3 Imagine him without his coat. 
T That fits the description of his coat. 
P4 He'd be pretty cold at night without it. 
T Yes he WOUld. 
PS These nights are so cold. 
P6 What if it rained? 
T He'd get soaked, was there anything else around there? 
P2 No, not really - I would have stayed in the scouts hall if I was him, 
at least it's warmer in that. 
T Who went with Group 2? Naomi did you find anything of interest? 
P7 Yes - we found a hat hanging on a tree. 
T What type of hat was it? 
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P7 It was a hat that matches a coat. 
T Did it have matching buttons on it? 
P7 No, but it was the same colour as the coat. 
T I see. 
P3 It would be hard for him without his hat. Do you remember the 
neighbour said he always wore it wherever he went? 
T Yes I do. 
P8 It would be cold on his head. 
T Yes, some older people do wear hats, and they hate to be without 
one. Was there anything else In that area that might give us some 
clues? 
P7 No not really. I wonder whether he's missing his hat? 
T Let's go on to Group 3. Ben what did you find? 
pg We found a shoe around the reeds, and that's all. 
T That's interesting. 
PlO His feet must be blistered by now. 
PS I think his foot would be scratched or cut by now. 
T Did the shoe look like It had been there long, or just left there 
overnight? 
pg A long t.ime perhaps. 
T Right. 
PS He must have been walking around for a while with one shoe on. 
PI The shoe was ripped. 
T Do you think It looked like he had some type of accident? 
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PlO He might have fallen over a stick. 
T Yes he could have. 
P 1 There was no lace in the shoe. What do you think happened to it? 
T He might have used it to tie up something. 
PlO I was upset to see blood on the shoe. 
T There was bloodl Was there much blood? 
. PI I A fair bit. 
T Ahl That's no good. 
P3 I hope he's not badly hurt. 
T Who had Group 4? 
P6 We found an old man laying down against a tree and we woke him 
up, but he seemed so frightened and couldn't understand what we 
were saying. 
T I don't suppose he sajd his name? 
PI2 No 
T That's a pity. 
P6 He speaks with an accent. 
P 13 Did he look anything like Mr. Riak? 
P6 He could be him, he was pretty old. 
T We must alert the pol1ce. 
P6 Let's hope the poor old fellow won't die in the cold. 
P3 Did he have shoes? 
P6 He only had one shoe. 
T It sounds l1ke it mjght be him. 
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PlO He seemed so lonely and sad. Do you think he might be hungry? 
T I would say he most certainly is. 
P6 He was quite weird. Do you think he might be mixed up in his 
mind? 
T That is certainly a possibility. What I suggest we do is meet 
again at least we have something to go on. We must contact the 
police and let them know about this. We must see if we can find 
this man again and see whether it really is Mr. Riak. We'll call an 
end to this meeting and contact the police. Thank you for your 
help. 
DRAMA LESSON FOUR (T APE NO. 08:37) 
The aim of the lesson is for the social workers to try to find out 
whether the old man in the park area is Mr. Riak and if it Is him, to 
eventually persuade him to accept help. Teacher in role as Mr. Riak. 
Children in role as social workers. 
T (Slumps in chair and holds head in hands). 
P I What's your name? 
T What? 
P2 What's your name? John, Gary, Bill? 
T Bil1....BI11 is my name ...... My other name Riak - Bill Riak. 
P3 What have you been eating? 
T Oh ..... l've been getting bits from here and there. 
P2 Have people given you any food? 
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T Some gave me food left over from picnics and I got some from 
bins. 
P2 Was the food clean? 
T Most of it. It's better than nothing. 
P4 Can you walk with your sore foot? 
T I am very slowly but my foot hurts . 
. P5 Do you have any money? 
T No. I don't think so. 
P6 Where did you sleep? Have you used the buildings in the park? 
T I've been changing places in the park. I found some huts but after 
I'd been there for a few nights, some people told me to get out. 
P 1 Why didn't you ask for help? 
T I don't know. 
P7 What have you been doing? 
T I've just been wandering around and sleeping. I think I've been 
doing a lot of thinking. 
P 1 I guess you've had plenty of time to think. What have you been 
thinking about? 
T A lot. 
P5 Why are you here? 
T It - um - it all started off when I got a letter from the Real 
Estate Agent, and after me being In that place for 25 years, they 
told me to just get out for no reason at all. I've been a good 
tenant, I've paid my rent, I've kept my flat clean - I stnl don't 
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know why they told me to get out. 
P8 Your foot looks very sore. How did you cut it? 
T Well what happened, I was walking around in the muddy dirt, and 
my shoes slipped off into the mud and I tried to get it and put it 
back on but it was no good, it just kept slipping off. I had no way 
of getting it. clean when I was walking around I cut my foot on a 
bit of glass and I got blisters on my foot from just walking 
around. 
P 1 It looks like you have lost your shoes for a while now. 
T I think about a week now. I couldn't remember where I lost It. 
pg It must have been very cold at night. How have you stayed warm? 
T Its been really freezing. I was OK untl1 I lost my coat but I 
haven't had anything for a few nights. 
PS Have you been here very long? 
T I don't know, I think it seems a long time. 
P3 Why didn't you go back. People would help you. 
T I didn't know who to ask. 
PlO Do you have any friends or relations in Melbourne? 
T My wffe died about 10 years ago. 
P 11 Have you any chl1dren? 
T Yes I have one daughter, who I love dearly, but I don't get on with 
her husband. 
PS Do you have a brother? 
. T Yes I have a brother, but he lives in Greece. 
PI Does he ever come out to visit you? 
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T He said he might but I haven't heard anything for a long time. 
P 11 What about friends? They could help you. 
T I have a few friends, but I don't like to be a nuisance. 
P 1 Mrs. Watson, your neighbour was very upset, and she would like 
to help you. 
T She's a nice old dear. 
P4 Do you have any grand-children? 
T Yes I have three, I think, I don't see them very often. 
P6 We are wi11ing to help you. We have emergency accommodation 
until we find you a place to live. 
T Where? 
P6 Somewhere nearby. They have places in Coll1ngwood. 
T Mmmmm. 
PS How do you feel? Is your foot stl11 hurting? 
T A bit. 
PI It must be awful out here on your own. Wouldn't you like to come 
back and be with people? 
T I don't know. 
P7 Do you miss TV and your little flat? 
T Yes. 
P7 It must mean a lot to you. 
T I loved my flat more than anything. A11 my good memories are 
there. My wife lived there, my daughter l1ved there. We were such 
a happy faml1y. 
PS We might be able to get you back Into the house. 
T Could you really? 
P1 We will sure try. 
P 12 Did you disappear just becaus,e of the letter or because of 
something else. 
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T Well the letter was really one reason why I disappeared. I don't 
seem to have anyone who rea lly cares about me. When I got that 
letter, I just got so upset, I really didn't know what I was doing. 
P 13 I know how you fee 1 when you have no-one to he lp. 
P 1 Yes it is lonely by yourself but we can help you. 
P6 Is that why you disappeared so mysteriously? 
T As I said I just got so upset I didn't know what I was doing. 
couldn't think straight. I thought that I might get help but I 
didn't know who to get. 
P7 Maybe we might be able to get you a house like your other one. 
Do you like your house because of the street or Is 1t because of 
the house? 
T Well I guess I do like the house because I have good memories 
there, but if I can't get back to that house, I would like another 
house somewhere in Collingwood, I like Col1ingwood. 
PS There's a house for sale along there and it looks a bit like yours. 
I t's got a back yard. 
T I can't afford to buy one, I could only rent one with low rates. 
P 13 We could pay the rates. 
PS Thomson Real Estate could look out for you. 
T I don't know whether they WOUld, they were the ones who made me 
leave. I don't think they really care about me. 
P 1 Are there any other real estate agents around here? 
P 13 I think there's one. 
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T I haven't dealt with any other, but there probably would be others. 
pg Have you ever had a pet to keep you company? 
T I had a little dog, but one day I was going to get the paper, I don't 
know why he did tt, but little Brownie just ran across the road in 
front of a car. He was killed. 
P5 Maybe I could get you another pet, just like Brownie. 
T That would be gOOd. 
P7 Maybe we could get you a cat too. 
T I don't know about two animals, I just would be happy with one. 
P3 We could get someone to help you in the house. We could also 
arrange Meals on Wheels. 
T That would be gOOd. Sometimes I can't be bothered cooking. 
PI Have you any money at your fJat? 
T I don't think so. I might have some in the bank but I'm not sure. 
P5 I know a lady who lives by herse If and she would like to be your 
friend. 
T How could she help? 
P5 Her husband died and she is by herself. 
T I think that's what I need. I need to meet people. 
PS Why don't you ring up your daughter and ask her to help? 
T But I don't get on with her husband. I don't think he likes me. 
P3 You could make the effort to get on with him. 
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T I guess I could try. 
P 1 She really loves you and would like to help. 
T Does she? 
Ps (Together) Yes of course. 
T I don't know. 
PS She really mjsses you and is probably waiting for you to go down 
and visit her. 
P 1 Your grand-children could see you then. 
T I guess I could see them. 
P 12 Your grand-children probably don't even know what you look l1ke. 
P 14 You've done everything for your daughter when she was little and 
that's why she loves you so much. 
T Thank you everyone. Perhaps I could go back and accept your help. 
I could even ask my daughter for help ...... 
T (out of role) Well that's the end of the drama, did you enjoy it? 
Ps Yes. I 
APPENDIX NINE 
STATISTICS TABLE A 
Significant value for sample sizes of 70 and 31 • 0.215 
Probability levels for Percentage Comparisons (p < 0.10) 
MATTER PERSON MIND SOCIETY FIGURATIVE 
ALL: 
Non drama 06'" 0.2'" 20.6'" 5'" 0'" 
N = 70 
.01 NS NS 0.1 " NS 
ALL: 
Drama 39.1 " 3.6" 26.6" 25.1 " 2.3" 
N = 31 
TEACHERS; 
Non drama 61" 14" 20" 5" 0" 
N:I 70 
.05 .10 NS 0.1 NS 
TEACHERS: 
Drama 30.4" 3.0" 29.3" 25.3" 1.6" 
N· 31 
PUPilS: 
Non drama 70" 4" 21" 5" 0" 
N· 70 
.01 NS NS .01 NS 
PUPILS: 
Drama 36.9" 4.2" 26'" 25'" 2.9" 
N = 31 
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NOT IN LEXICON 
0'" 
NS 
1.0" 
0" 
NS 
1.4" 
0" 
NS 
0.6'" 
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To facilitate inspection of the percentage differences listed in Table A 
and to determine the statistical significance of these differences, use 
was made of the technique of nomographs (Oppenheim 1966: pp287-9). 
The technique entails first finding from the chart a 'significant value' 
dependant upon the two sample sizes being compared and then, from a 
second or third chart, ascertaining whether the compared percentages 
reach or exceed the obtained value. 
While 1t is recognised that nomographs 'are somewhat lacking in 
precision' (Oppenheim 1966: p288) and while 1t is understood that caution 
needs to be exercised with the comparisons at the extremes of the range, 
the technique was considered adequate for the purposes of analysis of the 
data in Table A, especially so in terms of its comprehensfbi11tyfor the non 
statistically minded reader. 
For the sample sizes of 70 and 31 reported in Table A, a significant 
value of 0.215 to be reached or exceeded was thus establlshed using this 
technique 
Accepting a probability level of 0.10 (10%) as being reasonable for 
the data, seven (7) statistically significant comparisons emerged from 
analysis of the data in the table. These can be summarised as follows: 
1) for the category "Matter" aIJ three comparisons (viz. non drama pupils 
versus drama pupils, non drama teachers versus drama teachers and the 
total sample of non drama subjects versus drama subjects) yielded 
statistically significant differences at beyond the .05 level. These were 
consistent for each comparison in that, in each case, proportionally more 
utterances fn thfs category were found for non drama than for drama 
subjects. 
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10 for the category "Person" proportionally more utterances were made 
by non drama teachers than by drama teachers. 
Hi) for the category "Society" the three comparisons shown in Table A 
all yielded statistically significant differences at the .01 level and again 
the direction of the differences was consistent with the drama subjects 
making proportionally more utterances than non drama subjects. 
The table also reveals that for the "Mind" category, while the 
percentage comparisons did not reach statistical significance at the 
accepted 0.10 criterion, there were differences which would not be seen 
as "insignificant" in a lay sense and which suggest, at very least, that the 
utterances of the drama sample are no less characterised by the cognitive 
elements that make up this category than are the utterances of the 
teachers and puplls of the non drama sample. 
